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Preface

The essays, or if one likes to use the term ‘articles’, collected
here have been written over a period of about two decades, and
have been published in varions journals and collections over the
years. | have been writing and deliberating about music both in
English and in Hindi, and I strongly feel that essays in these two
languages are part of the same enterprise; they complement each
other and Belong together. I have, therefore, also put them
together as forming a single corpus, which has been divided into
two volumes for the sake of convenience. Those who study
music in India, not as ‘etfinomusicologists’ from the outside, but
from within the culture, tend in our multilingual nation, to write
their thoughts in more than one language, which, in our country
today, is natural enough. Their oeuvre, I believe, should be taken
as belonging together. Studying the music from within the
culture, I would like to'think of these essays as essays in self-
understanding. Students who deliberate on cultural phenomena
from an ‘ethnic’ point of view, do not really do so as an exercise

- in self-understanding. A two-pronged assumption which is

debilitating for any true self-understanding, underpins their
enterprise : they assume not only the phenomenon they study to

. be ‘objects’, but, in a significant sense, the people who have

created them are also studied as ‘objects’. The ethnomusi-
cologist, thus, does not address what he has to say to the people
whose culture he is studying, as he would if he had related to
them as subjects, and not objects, but to a specialised ‘peer
group’ claiming to be participants in a ‘scientific’ discourse,
which is at the same time, like science itself, the only and truly
‘universal’ discourse, and is meant for those trained as experts in
the discourse. Those who study the rich musical culture of the
west from within, do not call themselves ethnomusicologists,
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and, tellingly, they address themselves to rasikas and others
belonging to their own culture, T would like to think of my own
study, as I said, as a species of self-understanding; it is, to my
mind, the study of a realm of purusartha, a realm of seeking,
meaning and significance in which I feel myself to be a co-
purusgrihi, a part of the world T am studying. And, in any case,
like most Indian students of music, I am not a specialised student
of the discourse that is ‘ethnomusicology’, and capnot be a
practitioner of it. This is, obviously, not to decry the spirit of a
critical dragfa-bhava, the absence of which will défeat my very
purpose of being a student, and I hope I have been able to keep
that spirit. :

The essays reflect the different interests T have had in
studying music, interests which I am sure T share, with those who
think and write about Indian music today. These interests
concern both the prayoga and the sastra of music, and the
different ways in which the two can be seen to be related,
venturing, as any deliberation naturally does today, into the
contexts, the arenas of culture, of which music is a part,
especially its history and aesthetics, as well as its ties with other
areas of art and thought. They can also be described as essays in
cuitural history with an accent or focus on music. There are also
essays concerning parallel areas, traditionally connected with
music, namely, artya and natya, and their analogous sastra,
prayoga, and cultural history.

My interest in music began with an interest in its prayoga, as
it does, I suppose, with most of us, and I began to learn the art as
a practitioner. My interest in the s§@stra of music was more
accidental, and resulted through an assignment to work on the
ancient text, Dartilam (the work was published as A Study Of
Dattilam: A Treatise On The Sacred Music Of Ancient India by
Impex India in 1978). The Dartilam may seem rather remote
from prayoga — as well as sastra — as we understand it today,
but it bears a palpable relation with them, because of the
remarkable contingity of our musical culture, parallel in this with
many other fields of thought and creativity. The study of a text
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like Dastilam and others, to my mind, provides a greater depth

and a broader perspective to the continuing parampara of sastra
and prayoga, imparting to the parampara a larger meaning and a
rich grounding of historical strata, which is usually missing from
its vision. More importantly, for me, the sagacity which the
Dattilam demonstrates in the s@siric enterprise, conveyed an
impulse of exciternent for the enterprise itself. And these essays,
which have been written after the Dartilam, can perhaps also be
called ramifications of that s@stra-oriented impulse, though, of
course, taking ‘§@stra’ in a sense somewhat larger — or perhaps
more ‘scattered’ and ‘dissipated’ — than that of @carya Dattila.
There is in this collection an essay entitled, ‘Why Study
Ancient Musical Texts’ ; in a sense, many of the following
essays can be understood as answers to this question, although
the particular essay I refer to, was not written with the idea of
composing such a theme-paper in mind. But just as the prayoga
of othiers inspires a practitioner to an independent prayoga of
one’s own, a study of S@stra leads to independent thought. Some
of the essays collected here, I hope, bear the stamp of such
thinking. These may not be, as I said, exactly classifiable as
belonging to the category of what we know as s@stra in sangita,
but sastra is grounded in a spirit of reflection, and that certainly
is as open to new ventures as music itself. In sangita-§astra, as in
‘musicology’, the s@stric venture is traditionaily tied down to
laksana, or, roughly speaking, a mapping of prayoga. The s§a@stra
has a set of categories and devices of its own, which are thought
of as embedded in the logic of knowledge itself, and which it
brings to bear on an area of study such as the prayoga of sarngiza,
the Sastra of safgita, or ‘musicology’, thus being logos, or
thought, as it relates to music. But music can be said to have a
logos, a prajfia of its own. It runs as deep as a universal human
purusartha as thought. Confucius, indeed, as opposed to
Aristotle, defined man through mmsic and not reason or thought.
If this be so, the §dstra related to sangita, the logos of music,
need not only be abour music, it can also be thought that thinks
through music. Pythagoras, Confucius and the ancient singers of
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Samaveda, were, I think, practioners of sangita-sastra in this
sense. This, in a way, which might appear paradoxical, turns the
table on the $@stra-prayoga relation, envisioning prayoga itself
as a fastra, a species of reflection or thought. But this should not
appear strange, since music is a reflective activity of its own
kind. It can be as profound an ‘index of culture’ as thought, as
many thinkers have, indeed, taken it to be. The final essay of this
volume of the collection of essays in English, contains a longish
piece in two parts, entitled, ‘Reflections On The Logos Of
Music’, which is an essay in looking at music itself as being

. imbued with logos. The essay was specially written for this

collection.

‘There are numerous friends, colleagues and gurus to whom I
must -offer thanks. For me, they form the sampradaya within
which I have written. The best way I can think of to
acknowledge their debt is to offer this vidy@-sampradaya a
namaskara which, I hope, will also act as a marigala for the book
itself.

I must, however, offer special thanks to Pradeep Goel of
Aditya Prakashan who has published this book, for his extreme
patience with me. He has waited for months for me to give final
form to the book and write the final essay.

CHAFTER - ONE

‘The ‘Modern’, the ‘Traditional’ and
Criticism in the Indian Musical Tradition

. The word ‘modern’, and by implication the word
‘tréditional’, are used in two very distinct senses today: an old
sense, and one which is very much more recent. This dual use
creates a basic confusion concerning modernity and tradition in
the Indian context. I will attempt to show how it does so in the
field of the arts, causing a strange mixing of categories. I shall
then move on to discuss how the notion of parampard, the
Indian word for tradition, is articulated in India and the role
assigned to criticism in it, before outlining a brief history of
criticism in the parampara of music.

The old, original sense of the word, “modern’, is a relative
sense. The new meaning attached to it may, by contrast, be
termed, ‘absolute’. In both senses ‘modern’ is opposed to the
‘traditional’, that is, the old and established which it replaces. In
the relative sense of modern, a living and dynamic continuity is
maintained between the ofd and the new, the traditional and the
modern. The modern, in this sense, is but a phase of an unbroken
tradition which it transforms, and with the coming of a newer
phase, a npewer modern, it can itself become old and traditional.
And so, today we have the phenomenon called post-modemism
in the west where the tradition does flow into a newer modern.
The Sanskrit analogue of such usage is the relative opposition
between the purdtana or pracina and the navya or niitana.

The other, the ‘absolute’ use of the term, is 2 new western
coinage. It is based on a new world-view and imparts a heavily
meaning-loaded sense to what was, traditionally, a simple,
innoceous word. It has no analogue in Sanskrit. The word,
‘Gdhunika’ has been coined for it in many Indian languages. The
world-view it is rooted in, is an all-embracing vision about man,
his Destiny, and the nature of history and change. There are
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differing strands within the world-view, but that does not disturb
the over-all picture. The spread of westernisation over the globe
has made this world-view a near-dogma, taming ‘modermn’ in its
new sense, into a global cultural catch-word. :

There is according to this view, a clear ‘axial’ break in
history between the old, the traditional, and the ‘modern’. With
the “modemn’, history has moved into a new, higher gear, arriving
at a new categorically advanced civilisation which is no less than
a quantum leap forward from the old and traditional. The spirit
of the new ‘modern’ is not limited to a particular discipline or
pursuit, but constitutes a total cultural quality that pervades every
aspect of man: his institutions as well as his consciousness. The
roots of the ‘modern’ may lic in the phenomenal advances in
science and icchnology, but it pervades human life in all its
aspects, encompassing social, political and economic institutions
as well as art and thought and the very stuff of our experience. It
is a completely new civilisation.

There are said to be certain deep-rooted historical reasons
due.to which the new ‘modern’ was bom in the west, where to
use a metaphor from ancient Indian cosmogony, a ‘womb’ was
ready and waiting for it. Historical forces are complex things but
if one were to look for a single cause for the emergence of the
‘modern’ in the west, it would not be difficult to point at it: the
new ‘modern’ is the fruition of the rational, critical spirit, a
unique gift of the Greeks to the west. ‘

But though born in the west, the ‘modern’ civilisation is
universal in essence and intent. It is, as it should only be, an
evangelical civilisation. Like the ‘universal’ Roman empire, or a
true messianic religion, it has spread beyond its boundaries, first
through violence and conquest; but now its violent phase is over.
The seed has spread over the world and every country must
nurture it on its own..The ‘modern’ has become a truly
“international’ civilisation, the first in history; though being a

- produce of the west, the leadership, the i inspiration, the very form
of this ‘international’ civilisation naturally remains western. The
‘international’ is, in other words equivalent to the ‘modern’.
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Though, of course, the word *‘international’ could be more
acceptable to those self-respecting non-western people who find
‘modem’ too western and alien.

The rootedness of the ‘modern’ in the west results in what
might seem a paradoxical situation: for though the modern is a
categorical break from the tradition, it is yet a vital part of the
western tradition; the continuity between the ‘modern’ and the
‘traditional’ remains intact in the west. But this is not possible
anywhere else. Given the historical circumnstances, the situation
is only natural, though it might seem strange and parochial. The
‘modern’ is, after all, a break from the western past out of which
it has emerged and with which it has dynamic links.

As a result, the ‘modern’, though an absolutely new
ctvilisation for the rest of the world, is only relatively new to the
west itself, since the west has a continuity of tradition. This
continuity perhaps appears more evident in certain areas, like art
and thought, but it is, in truth, all-pervasive. Indeed, one major
task of history is to reveal the vital links between the old and the
new in the west, showing how the ‘modern’ is a parinama, a
transformation of the tradition itself.

Other civilisations may also have had a development of their
own; that is to say, they may have their own traditions, but
however rich these traditions may be, they could not have
produced the ‘modemn’; they were not impregnated with it. Such
civilisations, such as that of India, are, therefore, essentially
“traditional’. Except, of course, in areas where the new ‘modern’
from the west has replaced the tradition. The ‘modem’, for this
reason, in essentially ‘traditional’ civilisations means a
categorical break with the past, the giving up of tradition.

Like all historical processes, ‘modernity’ takes time to set in.
The old takes time to die and be entirely replaced by the new. As
a result, ‘traditional’ civilisations are condemned to harbour two
disparate streams of development for some time: one, their own,
the ‘traditional’ and the other, the ‘modern’, till they become
entirely ‘modermnised’.

We, in India, have certainly become ‘modernised’ in the
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primary sense that we have accepted the new absolute meaning
of ‘modern’ as the true meaning of the word. This implies the
ingestion of the historical picture too, which the meaning is
embedded in. The proofs of this lie in every field of our life. We
make a distinction, which we consider very significant, between
a ‘traditional’ and a ‘modern’ in what we do, the ‘traditional’
being the Indian and the ‘modern’, the western or western-
inspired. In fact, we live in two civilisations, the ‘modern’ and
the ‘traditional’, as we march bravely towards complete
‘modernisation’.

But meanwhile we must bear with a ‘traditional’ along with
a ‘modern’ in almost everything. This is only to be expected. Let
us take the arts. The ‘traditional’ exists with the ‘modern’ in
most of the arts: painting, sculpture and architecture, for
example. We have a well-entrenched, western-inspired ‘modern’
in these arts, though the ‘traditional’ also persists, But the
‘traditional” has been put in its place. It is on the way out. We are
preserving it as a relic of the past, even sometimes as a living
relic, but its value is that of something in a museum. And this is
how it should be.

What is perturbing, however, is the fact that we have no
‘modern” in music and dance. All we have is ‘traditional’. And
what is more, there seems to be no real prospect of having a

-‘modem’ in these arts. Our sensibilities fail to respond to ‘modern’,
that is, western music, except, may be, in forms that cannot be called
the deepest expressions of the musical sensibilities of the west. How,
then, can we have a ‘modem’ in music ?

‘The question does bother us ‘moderns’ sometimes and leaves
us perplexed. We can, of course, dismiss the question saying that
a taste in music like our taste in food is traditional; this need not
cause us much concern as long as we are ‘modern’ in what really
matters. This, plainly, is too facile to satisfy anyone with any
sensibility.: And the ‘modern’, moreover, is a total civilisation,
on what ground can we exclude music from it, especially since
we do have a2 ‘modern’ in the other arts. We cannot but be
worried for our failure to have a ‘modern’ in music, blaming this
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lapse, perhaps, on our love for ‘traditional’ music, a stubborn
hangover from a past which still clouds our consciousness.

But let us reflect. Is not our perplexity a result of a confusion
of categories, a verbal moha ? We are prepared to grant that
within its own tradition, our music has been growing as vitally as
western music within irs own tradition, yet we never even
consider calling it “‘modern’. We have accepted the new, western,
absolute meaning of ‘modern’ as the true meaning of the term
along with the historical myth which makes this meaning so
overwhelmingly momentous. We fail to notice the significance
of the fact that the west, in its own case, persists in using the
original relative meaning of the word ‘modern’ and its historians
are busy looking for the seeds for everything new in the old.

The reason is not difficult to comprehend. The word
‘modern’ does not mean something created out of the void. It
presupposes a cultural framework, human activity with an
organised continuity, in other words, a tradition. The modemn is a
pew transformation of this tradition; without it the word itself
would be meaningless. Cultural traditions are many and they
hiave nurtured many ‘moderns’ and unless we allow the
‘international’ to trinmph, there is no reason why there should
not be a multiplicity of them in the future: different ‘modems’ in
different cultures. The new western ‘modern” claims a special,
unique, monolithic status, which its historical destiny has granted
it — and which we, too, gullibly seem to be granting it — of
being global in intent, even though its tradition is localised in the
west. Anything not linked with the west cannot be ‘modern’ in
this scheme, by definition. :

It is not strange, therefore, that in whatever we have become
‘modern’, ir painting, sculpture, architecture — and even
thought— the tradition which we belong to is no longer our
own, but the western tradition. The history of modemn painting,
sculpture, architecture or thought in India has hardly anything to
do with India beyond a short period, after which it has to jump to
the west, its real home. And, conversely — or rather perversely
— anything which cannot trace its history to the west, like Indian
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music, dance or — the continuities in our thought — remains
‘traditional’. Now the ‘traditional by virtue of the meaning of the
term is lacking in true appropriate vitality — even though it
might be doing new things in its own way — which only the
‘modern’ has. This is what perturbs us about Indian music. The
cause, plainly, is a verbal moha. )

There are other undesirable consequences of this moha.
Having equated the “traditional’ with the ‘dead’ or the ‘dying’,
we have condemned our traditions in painting, sculpture,
architecture and thought as devoid of vitality. And having made
this judgement, we feel justified in allowing them a kind of
secondary existence, fill they really breathe their last.

Yet the ‘modemn’ too disturbs many of us. For we have lost
.our own identity in whatever we arc ‘modern’. Calling the
‘modern’ international, does perhaps provide a face-saving
device for some, but these do not care for an identity in any case.
Those. who do, feel that though we have lost an identity and
given up a whole rich and long tradition, all we have gained in
return is the status of a cultural province of the west. A status
which does not deserve serious attention in itself; its life-sources,
its mainsprings lie elsewhere. It has nothing realiy of its own to
offer. It may have some individuality, but all provincial growth
has it. India, perhaps, has a little more of it; it has had, after all, a
long tradition of its own, a tradition which still flows inertly

along as a parallel civilisation. This is what gives India its
~ individuality, but this is not something necessarily good. For the
tradition, truly, is a hurdle in India’s path to modernity which
would have been straighter without such a complex,
cumbersome tradition.

One major reason why India’s tradition, indeed, all that is

‘traditional’, is a hurdle to modemity, is its lack of the critical -

-spirit. Tradition is accepted and perpetuated largely through faith
or unthinking convention.

This is tradition as modernity sees it. But let us see how the
tradition understands itself. For, tradition, thus understood, is not
synonymous with the Indian notion of parampara, the Indian
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equivalent of ‘tradition’. Accepted uncritically, preserved only
through blind faith and repetitive, or only continued as mere
convention, parampard is known by another name; it is called
rizdhi. True, parampara also seeks continuance, as all
meaningful human activity must, but what it seeks to preserve
and continue is the essence and spirit of an activity, not every
detail of its content. Criticism is an essential part of parampara,
in the light of which it can be changed and transformed.
Parampard is even willing to ask deeper questions such as, what
is the essence and spirit of an activity, implying, in principle, the
acceptance of far-reaching modifications and transformations.
Really foundational thinking in India regarding the nature of
a parampar@ in the arts was carried out in the field of literature
and theatre, though it has a universality which makes it relevant
to music or any other creative conscious human activity — a
relevance which did not go unrecognised. Thinking in literature
influenced thinking in general. Some of India’s most profound
literary theorists and critics have reflected on the requisites of a

parampara and their analysis is worth a look. There seems

nothing quite as articulate in the west.
" A parampard, according to these thinkers, consists of three
elements: :
1. The kavi, that is, the poet, the playwright, or in other words,
the artist.
2. Kavikarma, what the poet or artist does and the produce of
this activity, the poem or the work of art.
3. The sahrdaya, the sensitive recipient, the critic.
These elements constantly interact; one, moulding,
modifying and transforming the other. The artist works with the
forms that he or she inherits, continuing or transforming it in the

 light of vyutpatti and pratibha, two notions central to the Indian

understanding of the manner in which the artist works upon the
forms he receives. Vyurparti means an understanding and grasp
of inherited material and recreating it with the little amount of
modification, any true preservation necessarily calls for.

- Vyutparti, plainly, is the key to the preservation and continuity of
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any tradition. Pratibha, parallel to ‘genius’ and a similarly
hallowed word, is understood as that facuity of the mind
(buddhi) which introduces innovations, opening new vistas,!
Pratibha is not limited to the artist. The sahrdaya, the sensitive
critic can also have it, though of course, vyutpatti is as important for
him, or perhaps even more so than it is to the artist. The sahrdaya’s
pratibha is, naturally, different from that of the kavi. The sahrdaya’s
role is to comprehend, compare and evaluate. It is he, who among
other things, cvaluates whether a creation is a product of vyutpatti or
of pratibha and assigns it a place in the parampara. The kavi's
pratibha is appropriately called the karayitri pratibha, the capacity
to create something new. The sakhrdaya's pratibha is the bhavayitri,
the reflective, the cogitative pratibha.

The two pratibhas complement each other and, ideally,
creative persons have them both. Together they form a single
whole. ‘“The single truth of imagination expresses itself in the
dual roles of the poet and the critic’, said Abhinavagupta (10th-
11th centuries), one of the most pratibhavana and influential
critics India has produced. Uttungodaya, a later. Kerala critic,
commenting on these remarks from Abhinava, who was from
Kashmir, was in favour of granting a greater role to the critic
than the poet: it is the judgement of a critic, he says, which, in
the first place, makes the distinction between what is a poem and
what is not.2 Given this ideal one would expect a large body of
critical literature. This one does find. Jts tenor is not the same as
what we know as literary criticism from the west. It is more

' Navanavonmesasalini buddhif pratibhd, is an almost universally accepted
‘definition’ of pratibhd. The word ‘unmesa’ in this pithy definition literally
means, ‘the opening of the eyes’, suggesting new horizons.

? The words we have quoted from Abhinava are from the verse with which
he opens his renowned commentary, the Locana on the Dhvanyaloka:
kramZiprakhyopakhyapra-sarasubhagar bhasayati tall sarasvatyastattvar:
kavisahrday@khyarh vijayate!! Uttungodaya, in his Kawnudi on the Locana,
comments: “sahrdayakartrkavisistavicara-kriyagocaribhitasyaiva kivyasya
mukhyatayd k@vyariparvaditi bramah. See Dhvanyaloka with Locana and
Kaumudi, Kuppbswami Sastri, Ramacandra Diksitar and T.R. Chintamani
{eds.); Kuppuswami Sastri Research Institute, Madras, 1944, pp- 3-4.
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theoretical and philosophical. It does not cognise what the west
knows as the ‘history of literature’, a central concemn of the critic
in the west, though it is aware in its own way of its own
parampara. The processes by which a poet transforms the works
of older poets to create something new is spoken of, but is not
strung togéther into a history. Moreover, the historical context of

. an artist, his individual personality, has not been considered too

important in India, though his individual kavikarma and his
pratibha has been.

What we know as criticism from the west consists largely in
the impressionistic, imaginative reactions of an individual
sahrdaya to works of art seen in their context. Such criticism is
not unknown in India and there have been some great exponents
of it such as Kuntaka (11th century) and Mahimabhatta (also
11th century), but this was an exception rather than the rule.
Generally, critics in India were interested in larger aesthetic
questions and matters of theory. They spoke of their subject
matter from a distance as it were. Their great discussions,
continuing over centuries into our own times are stimulatingly
rich and varied, but they only occasionally provide personal
reactions to specific artists or their works. Yet they do give us a
powerful vocabulary for criticism of a more individualistic tenor.
There is, moreover, evidence to believe that such individual
criticism was not only potentially present, but was practised to
a greater extent than the more respectable mainstream,
critical literature testifies to. The practise of it was oral. Its
pronouncements, being considered more ephemeral, relevant to
individual works of art rather that art in general, were not written
down. Still, vestiges of this oral tradition consisting of pithy
judgements by individual critics concerning individual poets and
their merits were sometimes encapsulated into striking verses
and are to be found in the numerous anthologies of Sanskrit
poetry compiled between the 12th and the 20th centuries.

Theoretical literature on music, too, has a long history going
back to Vedic times. Moreover, there is no break here between
the ‘modern’ and the ‘traditional’ as in most contemporary




iy Ly

)

T

I 9 U U W 8 % 4 6y T B9 W B U O B O U B U B B U

10 / TRANSFORMATION AS CREATION

thinking concerning literature and the other arts. However, the
principal focus of the literature on music has been musical
structure. Aesthetics was a comparatively minor consideration. It
never acquired the vigour and depth that it did in literature.
Keeping largely aloof from the philosophical mainstream of
Indian thought, it never raised probing questions that could have
given it the intellectual spine which literary aesthefics had. But
this is not to deny its strength and presence. Musical texts speak
of desirable and undesirable musical qualities (gunas and dosas),
much in the manner of early literary critics. They also speak of
styles though not very discursively; greater detail, however, is
found in their delineation of kinds of musicians and what makes
one more creative and greater than the other. They also speak of
the importance of critics and the knowledge a good critic should
possess. Besides, they speak of a host of things that can be
identified as part of the complex scheme of ideas which we call
the aesthetic aspect of a musical culture, even though they do not
make musical aesthetics a major theoretical concern of their
discourse. Criticism of actual music, of individual musicians, is
even more rare in musical texts than is the criticism of poems
and poets in the works on literary criticism. In search for
examples, we must look to non-musical writings, where,
needless to say, their occurrence is quite incidental. These
provide us, however, with glimpses of an activity, which like
literary criticism of a similar kind, remained largely oral. We
might quote here an interesting example from a famous play, the
Mrechakatikam of Sudraka (between 2nd and 5th centuries).
Carudatta, the cultured protagonist, praises the singing of a
friend, a professional musician, in the following words, after
listening to him for a whole night till the early hours of the
moming: '

" ‘He is not singing any more, but I can still hear his music.
His soft voice, clinging harmoniously to the accompanying
strings, while it moved over a succession of notes, still
rings in my ears. His control was effortless, his music delicate,
with phrases repeated out of passionate intensity. When the
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movement of the melody, called for a high note, the effect was
still gentle.’® This interesting example is quite general in its
judgement — one notes its relevance to certain contemporary
styles of singing, too — but it is, perhaps, deliberately so. It is an
example from a work where speaking in greater descriptive or
critical detail about a work of art would itself have been an
aesthetic fanlt, distracting the audience from the play itself. But
criticism as practised within musical circles of the kind assumed
in the play must have been much more richer in detail. Yet,
however thin it might be, it does give us a glimpse of the kind of
music criticism practised in urbane circles during the Gupta age.
After the 12th-13th century, musical culture came to harbour
certain ideas which looked at music not so much as an art but as
a species of magic. The roots of the ideas were perhaps old, but
their preponderance was new. They found entrance into formal
musical texts. This was a development which has no parallel in
literatizre as an ar. .

One of these new ideas was the association of a rdga with a
time of the day or night or with a season. The idea began with
the notion that certain musical forms were more auspicious when
performed at a certain period of the daily or yearly cycle. Later,
around the 16th centilry,.the association was raised to an
aesthetic principle: it was believed that a raga was more
beautiful, more effective as a piece of music, only in association
with a certain time. The belief became part of musical practice,
the repertoire of ragas was more and more strictly distributed
over the major periods of the day and night. In more recent
times, this principle was gradually given up in the south. But in
the north, it found a strong ‘modern’ champion. Pandit
Bhatkhande, a major influence in contemporary Hindustani
music, defended the practice on the basis of what he thought was

 tak tasya svarasartkramarm mrdugirah slistam ca tantrisvanam
varnanamapi mirchan@ntaragatar t@ram virame mrdum/ helasarmyamitarn
puniasca lalitam raga-dvirucc@ritam yatsatyam virate 'pi gitasamaye gacchami
Srnvannivall Mrechakatikam, Act 3, verse 5; p. 70 of the Nimayasagara press
edition, third printing, Bombay, 1909.
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a ‘scientific’ ground. He argued that there was a psychophysical
connection between the tonal structure of & raga and specific
periods of the day and night. He never really demonstrated this
connection, but his assertion gave life to a curiong practice which
might otherwise have died a natural death as it did in the south,

Another, a more magically oriented idea was the notion of
the miraculous effect of a raga when correctly sung by a master
~— Indeed, the proof of his being a master Iay in the miracle he

could create. Raga malhar, it was believed, could cause rain, ‘

raga dipak could cause fire, raga sri could bring a dead tree to
life and gizjari could attract deer from the far-off forests. And
great musicians could demonstrate this. True, not all ragas were
to be judged by such effects, nor did the idea find room in the
texts on music, except marginally. Yet, it had a great hold over
musical culture. It stifl continues to haunt us, though in a miider,
more rationalised manner. I remember friends remarking that
when they heard Allaudin Khan play malhar on his sarod, they
could hear the sounds of rain falling outside the hall; if they
closed their eyes. :

The miraculous legends of gjar attracting deer is pethaps
connected with another idea which took deep roots in the
musical culture after the 12th century. This was the idea of raga-
dhyana, resulting in thousands of raga paintings, very popular
among painters and their patrons till the 19ih century and still
much admired. One recurring motif in these paintings is the
association of raga gmjari with deers: the rd@ga is shown as a
beautiful woman playing a vipa in a forest, with deer flocking
around her. : :

The notion of the raga-dhyana seems to have come into
vogue around the 13th century. It began with conceiving and
painting a r@ga as a deity, a kind of minor god or goddess. Later,
in the 16th century, the gods and goddesses were mostly
secularised and transformed into men and women. They were’
patnted in more dramatic and attractively human contexts and
raga-paintings became a very popular genre. Ragas as deities
could never become quite as popular. We must add, however,

R
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that the idea of aorc'z'ga 4% a man or a woman in a dramatic
situation was taken more seriously by painters and their patrons
rather than musicians and their audience, despite the fact that
music theorists were quite taken with the idea and almost every
text written between the 14th and the 19th centuries, includes a
section on raga-dhyana; besides, there were numerous little
treatises called Ra@ga-malas in Sanskrit and the vernacular
devoted exclusively to raga-dhyanas.

There is nothing particularly odd in such ideas having found
vogue in musical circles. In trying to react to a formal, abstract
art, such as music, we seem naturally to seek a more tangible and
corporeal basis for our judgements. This is what the raga-time
notions do or what the raga-dhyana ideas seek. They try to
assimilate music to something we can see. Giving miraculous
powers to ragas, makes them even more “visible’ in their effects,
if not in themselves. Earlier critical vocabulary, though it was
not assimilated to ambitious aesthetic theories regarding the
musical art, such as the critical vocabulary in literature was, by
and large avoided giving it a representative nature, a content as
well as a form, if we take Carudatta’s criticism of his musician
friend as a typical example. Yet earlier musical aesthetics, too,
was not able to avoid the enticement of the rasa theory, which
bad almost become #he universal aesthetic theory in India. A
fertile notion, propounded for understanding the aesthetics of
theatre, it was taken over by literary theorists and such was their
influence on aesthetic thinking in general, that it became
Synonymous with the experience of any art. The notion had
become a dominant cultural ideal, rather than just an idea, and
writers. on music, too, adopted it. But they did so guite

unthinkingly, without adapring it to the special needs of music
where a distinction cannot be made between form and content as
it can be in theatre and iterature.

Music, for the last few centuries in India, has had no lack of
Karayitri pratibhz, but the bhavayitri pratibha of the sahrdayas
has lagged behind, even more so in matters of aesthetics than in
musical theory. The art was willing to change, experiment and

|
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grow, without losing the spirit of its parampari, musical theory
was incapable of keeping pace: more so, it appears, in the north
than in the south; for these were the centuries when the
paramparg bifurcated into Hindustani and Karnatic.

In the north, the situation in musical theory is now much
livelier. Ever since Pandit Bhatkhande, whose career spanned the
late 19th and early 20th centuries, there has been a growing
interest in musical theory and musical textual history. Bhatkhande
was also, to a great extent, responsible in introducing a more
modern, institutionalised, tradition of transmission and patronage in
music, without losing the strength of the old and a continvity with
it, such as has not happened in the arts of painting, sculpture and
architecture. )

But an analogous renewal in music criticism and acsthetics
has yet to take place. It had potentialities and still has them. The
oral tradition of music criticism as carried on among artists and
sensitive listeners has a rich vocabulary based on tradition
though it lacks a systematics. The systematics can come only if
the oral becomes written. This is not to say that there is no
written tradition of criticism. Newspapers have necessitated one.
But it has all the weakness of something nurtured. purely by

journalism. It has no touch with the oral vocabulary of the
tradition, though there are some critics who are beginning to
dabble in one. Using English, and a modern vocabulary, it is like
a lost soul unable to find itself, though growing in power. The
written tradition which is now, acknowledgedly, a must, can only
acquire strength and spine from an intellectual effort that must
not be limited fo newspaper writings and becomes rooted in
more serious reflection, not limited to effervescent musings, to
be forgotten the next day. For this, it must look to the rich
aesthetic thought of the past, albeit with a critical eye, for Indian
aesthetics is not always directly concerned with music though it
bears seeds of possibilities. It ‘must‘ also learn from the western
experience. Though greater caution must be exercised here. For
Indian music is not western music. '

What a modern music critic in India can learn from the west
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is an approach, forging a history of the art. History of art, indeed
history itself, is a new way of looking at things in India. Many of
the other arts, especially literature, have good histories now. But
not music. Old music does not survive unchanged, so central is
the role of mmprovisation and individual genius in India. The
little notation that does survive, gives only a skeletal idea of the
music and still has problems of decoding. But while a larger
history of music in concrete terms is elusive at present — though
interesting atiempts are being made at a reconstruction — yet a
history of arts approach to the music of our own century is
possible. A great deal is present in recordings as well as
notations. An in-depth study in palpable formal terms of various
musicians, their individual style and development, the currents
and cross-currents influencing the art, its changes and its
continuities, is possible today. And it would be extremely
interesting for both the artist and the listener and the critic to
become aware of this. But the needed intellectual effort to make
such studies still remains largely a mere possibility, though one
feels that the musical community as a whole will welcome it and
feel enriched by it.

1
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CHAPTER - TWO

Transformation as Creation

(A notion of imagination as Creative Transformation
envisaged by certain ancient Indian literary critics and its
application in the field of music.)

The idea of creative imagination naturally suggests artistic
activity. Activity such as that of the writer, the painter, the
sculptor, the musician, the dancer, the architect and the like.

This, we generally think, is the homeground of creative

imagination, though as has been justly pointed out, every human
endeavour, whether of thought or action, presupposes it, or, at
least, needs it in order to be significant. The writer comes first on
my list because we who deal in words tend to think of literature
before any other art. But I have another, a more important reason
for listing him first. Reflections over the writer’s-art, that is,
literature, has a longer history and a greater depth of critical self-
awarcness in India than thinking about any other art, a fact which
is perhaps true of most cultures.

* Indian literary criticism, however, gives great attention to
form and this makes some of its concepts and formulations
relevant not only to Titerature, where the content is as important
as the form, but also to the more “formal” arts such as music,
dance and architecture. In talking about the relation of art to
society, we need to discuss these arts, too, and relate the creative
activity in them to the changing social milieu to the extent that
this is feasible. As I am more familiar with music, most of my
comments in this direction will relate to music and particularly
Hindustani music and its_history. What I have to say is rather
exploratory and I hope it will be imaginative enough to save it
from being merely fanciful.

The first part of my paper will be devoted to presenting in
outline a concept of literary creativity as conceived by
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Anandavardhana and treated in detail by Rajasekhara, in which
the idea of transformation plays a key role. The new, according
to these ancient Indian critics, is born through imaginatively
restructuring the old. This, one may point out, has always been
true of all arts everywhere. Artists, be they poets, painters,
sculptors, architects, or musicians, work within a tradition. They
are heirs to a body of forms, that is, of “given” creations, which
guide and shape their own endeavours. Transformation, in other
words, is manifestly an inherent process in any artistic creation.
Artists learn by copying and create by transmuting. This is even
more obvious in cultures, where tradition is not a bad word and a
new work is deliberately modelled on the old.

The importance of Anandavardhana and, following him,
Rajasekhara lies in the fact that they have conceptually
articulated the role and significance of the transformatory
function in artistic creativity. These Indian critics, so far as I
know, are the only ones who have consciously theorised about

 this function, even though its use has been common enongh in all

arts everywhere. They distinguish between kinds and modes of
transformation, and Rajasekhara categorizes them in detail,
analysing the various processes involved at some Iength. They
also distinguish between creative and non-creative
trasformations. Their discussion is worth recording in itself, but
for me what they have done in the field of poetry will serve as a
prelude for a simiiar attempt in analysing the creative process in
music, a formal, non-representational art where creation more
obviously involves transforming the given.

Alarikarasastra, the name given in India to the literature of
critical thinking concerning kavya — the general term for
imaginative writing — produced some of its most penetrating works
over a period of two to three centuries between the 9th and the 12th,
mostly in Kashmir. A few of the questions which occupied the
critics were: What is kavya 7 How is it distinct from other writings ?
What is its purpose ? What is rasa ? How is rasa aroused ? In
whom ? These were hotly debated issues and many insightful
ideas and theories came up as a result of prolonged discussions
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lasting over numerous generations. Related to these were the
questions regarding the nature of creative imagination and how it
operates. .

Interesting in our context, I believe, is the answer given by
Anandavardhana to the Jast question as to how creative imagination
operates. Anandavardhana discusses it in the last section of his
remarkable work, the Dhvanyaloka, written sometime towards the
end of the Sth century. It became one of the most influential critical
works in India concerning kavya. A century after its composition,
the celebrated Abhinava Gupta wrote an equally influential
commentary on it which he named the D alokaolocana,
renderable, perhaps, as “The eye-opener to the Dhvanyaloka.”

The critical thinking of the period we are speaking of, was
pursued in an ambience of general philosophical theories and

 debates. This, I think, lends it a lasting depth and universality, even

though this character has also been responsible for disparaging
comments by historians oriented towards the impressionistic
criticism of the 19th-century West. To them, Indian critical thinking
was too general, too distant from the phenomenon it dealt with,
Moreover, in this view, even where it came close to what it dealt
with, it was much too formalistic. But it is Just this formal character
which makes it significant for me here.

Before getting on to what interests me in the Dhvanyaloka,
let me briefly introduce it in the perspective of Indian poetics.
The idea of rasa, one of the central, or perhaps the central,
concept in Indian aesthetic thinking was initially outlined by
Bharata, the semi-mythical author of the Natyasastra, a work on
theatre belonging in its present form to the beginning of the
Christian era. Translating the term rasq is a tricky problem, as
has been pointed out countless times. It is not only difficult to
think of a simple, single equivalent word or phrase, such as,
“dominant mood”, “feeling”, “basic emotions”, “Sentiments™,
“ethos” or the like, but futile to think of any. Anything but a long
discursive explanation can only oversimplify, and thus distort, a
complex concept which, as it stands, is definitive of the aesthetic
realm in general as well as of emotions savoured through the
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-experience of kavya, emotion thus rendered as being in some
" sense “trans” or “extra” normal. My intention, in this paper, is
not to discuss rasa, except indirectly. I will assume in my
readers a familiarity with the concept.

Bharata, writing on theatre, had outlined the notion of rasa in
connection with drama. More complex issues concerning the nanre
of rasa, the number of rasas, how distinguished, how aroused, how
emotion in the rasa-state differs from ordinary experience and the
like, were taken up much Iater mostly by the Kashmiri theorists of
the period we have spoken of. It was argued that k@vya in general, of

" which drama, termed drsya kavya, was but a species, gave rise to
rasa in ways analogous to drama. Semantic issues were also
1nvolved in discussing kavya, for kdvya uses words as its medium.
- The meoot problem here posed before the @lankarikas was: what
- distinguished the use of this medium in k@vya since words are also
used in scientific, injunctive and other writings. Tt is in this area that

Anandavardhana’s chief contribution lies. The semantic theories he

had inherited argued for what may be called a pragmatic, common-

sensical or “Titeral” concept of meaning. Anandavardhana contended

‘that words have meaning in many expressive, emotive ways not

- envisaged: in this semantic scheme which took only the denotative
" sense-info account.) Words, he said, do not only depict, they also

ﬂﬁkﬁ : -power cannot really be understood within any semartic

5

.} Before Anundavardhama, Indian semantics, or what may be called its main
strand, postulated a sakr, “a power” in words termed cbhidha through which
- they directly denoted their objects. Abkidhz, it was believed, was aided by
another “power” termed laksapz which came into play when abhidhz landed
iato obvicus absurdities. As in common usages like, *T drank five glasses™, “He
o passed tirough hell”, “Fohn is a rat”. The function of laksana in such cases was
‘to restere the denotative abhidhz sense through simple “logical” connections or
associations. Thus “glasses™ = “What they contain”, “hell” = “suffering™ and
“rat” = “ufipleasant habits or properties of a rat”. Here the function of laksana

eiided. It merely came to the rescue of abhidha when usage showed such
vaywardness. Tt did no more. Ope can see, however, that “hell” and “rat” in
tﬁe’srz sentences cannot be reduced to any simple denotative meaning. They
“Bave a suggestive aura which cannot be tied down to abhidhz and this is one
reason which led Anandavardhana to argue for dhvani, an evocative “power” in
words, bevend abhidha and laksana.
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scheme which takes only logical relations into account. They have a
large nimbus or aura of multiple meanings which they express
through psychological, rather than logical, relations. He called this
aura of meaning or “meaningfulness” — if one may use this word
— dhvani, which I think can be best translated as “echo”. Abhinava,
in explaining it, speaks of anuranana or “resonance”.? The kavya-
ness of k@vya lies in its powerful use of the potency of dhvani in
words. It is, Anandavardhana further argued, through the transliteral,
often multivalent and multi-splendoured echo of meanings in words
that kavya generates the experience of rasa.

Anandavardhana’s Dhvaenyaloka, which literaily means “light
on dhvani”, is divided into four chapters called udyotas, literally,
“illuminators”. He believed that in dhvani he had discovered a new,

revolutionary principle, which could illuminatingly transform all -

previous theorising concerning k@vya. In the first three udyotas of
his work Anandavardhana occupies himself in demonstrating that
linguistic usage cannot be fully comprehended without accepting
dhvani. He explores the various modes and ways of its operation
showing how all that is fruitful in previous theorising can be more
meaningfully subsumed under its workings.

In the fourth udyota Anandavardhana speaks of how an
awareness of the working of dhba_ni can give us - meaning the
poet and his audience, kavi and sahrdaya — an insight into the

© process of creation. The udyota begins with the proclamation

that imagination is capable of infinite novelty (pratibhanan-
tyam). Interestingly, however, the capability of creating
something new is defined as the capacity to renew, that is, to
give an “old” established theme, motif, image or expression a
new freshness by restating it with a richer nuance. The creative
use of dhvani, says Anandavardhana, can impart newness to a
poetic statement though it be a restatement of older, “given”
material (vani pur@tanakavinibaddh@rthasamsparsavatyapi
navarvamdyati). He gives a few instances to illustrate his

2 Abhinava on Dhavanyaloka, udyota I, karika, 13: see p. 241, vol. 1 of Dr.
Ramasagara Tripathi’s edition of Dhavanyzloka (Motilal Banaridass, 1973).
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contention. The illustrations show how an established mazmin,
to give a familiar term from Urdu-Persian literature, signifying
poetic theme or substance, becomes enriched in the hands of a
greater poet who can wield his words with a greater suggestive
power. An old poem in the hands of a creative poet is
transformed into a new work.

It would be helpful here to take an example given by
Anandavardhana himself. Quoting a well-known verse from
Amaru, he places against it a newer poem on the same theme or
mazmin. The freshness or the originality of the new poem, he

- says, cannot be denied, despite the force of the original.

Amarn’s poem is:

Saryarm vasagriam vilokya sayanadutthya kificicchanaih
nidr@vyGjamupagatasya suciram nirvamya patyurmukhciw
visrabdham paricumbya jatapulakamalokya gandasthalir,
lajjanamramukhi privena hasatd bala ciram chmbitalf

[Certain that they were alone in the room, the young bride
slowly raised herself a little on the bed. She gazed long at
her husband’s face as he lay feigning sleep. Thinking that he
was really asleep, she planted a kiss on his cheek. No sooner
than she did this, she saw the soft hair on his face bristle with
pleasure. Overcome with shyness, she at once hid her face.
La.ughingly, her lover hugged her and gave her a long kiss.}
It is a masterly poem in the original Sanskrit, chisefled in its

artistry, painting a dramatic, evocative scene. None would easily

fiare to tinker with it. Yet a later poet modelled his own poem on
it and produced perhaps a greater masterpiece. What he did was
.to rearrange the same scene, infusing it with a greater depth and
Ewardms. The author of the newer poem is unknown. Perhaps
Anandavardhana knew the name but does not mention it.

-+ T would like to put in a remark here by way of parenthesis

. b&fm guoting the newer poem. The notion of rasa, 1 have said,

WEzs conceived by Bharata in the context of theatre. The dramatic
mamne.r of depllcnng rasa tended to become normative and a
marked dramatic element is present in much Sanskrit poetry.




=

VB BHBHLHBLHBBHBLHLHHHB BB UHBLDHUHBLHBHLLYH BH L DBY t\f

22 / TRANSFORMATION AS CREATION

Amaru’s poem pictures a scene not unlike a dramatic tablean
which, though not entirely frozen or static, has a situational
quality easily seen as an intense moment of heightened drama.
My translation aims at outlining the dramatic scene described,
the rich poetic nuances are, of course, lost.
The newer poem in Sanskrit reads:
nidrakaitavinah priyasya vadangirvinyasya vaktram vadhith
bodhabhasaniruddhacumbanarasapydbhogalolar sthital
vailaksy@dvimukhibhavediti punastasyapyanarambhinah
sakarnksapratipatti nama hrdayarm yatam tu param ratehl!

[As her husband lay feigning sleep, the young bride placed
her cheek softly against his, forcibly restraining herself from
the bliss (rasa) of kissing him passionately. And yet she
throbbed with joy (@bhoga). He, too, remained unmoving
lest she move away, embarrassed. Thus holding themselves
back from what they intensely desired to do, their hearts
were yet transported beyond the summit of eros.]

The playful movement of the earlier scene here becomes totally
still, the outer movement transfigured into a vibration within. The
action is so internalised, it transcends the realm of drama, becoming
pure poetry: it can no longer be rendered on the stage. The poet
certainly succeeds in handling his model imaginatively,
metamorphosing his given material into something new and
original. Such transformation, in Anandavardhana’s view, was
nothing short of creation?

? Significantly, this verse, unlike the earlier one, uses purely verbal, “poetic”
devices to great effect. It has two instances of the figure called contradiction or
paradox: (1) the girl is described as niruddhacumbanarasa, “deprived of the
bliss of kissing” and yet Zbhogalolasmn sthiia, “yibrating with joy” rasa and
abhoga acting as synonyms here. (2) The other instance, occurring in the last
line is obvious enough. Its effect is heightened by a subtle double entendre on
the phrase sakBnksapratipanti which means literally “unfulfilled desire” but
also, as a technical term in grammar, “an incompleiely formulated sentence”,
which “wants” something before it can make sense: a sentence left hanging in
the middl of sense and nonsense as it were. An utterance such as, “Fortunately
1... 7, for example, which demands additional phrases such as, “was there” or
“had money”, or “could hang on to the cliff” or the like, to make sense.
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. He f:ites, in this connection, an interesting opinion held by
some critics who denied the very possibility of original creation
in poetry. These critics argued that the purpose of poetry was to
express universals of experience (anubha@vyanubhavasa-
manyam). Such universals were finite in number and common to
all men at all times, past or present. And, as such, they had
already been expressed by earlier poets leaving nothing for
modem poets to say. If, nevertheless, a new poet felt that he was
making an original utterance, this was just make-belief, a
§ubjective opinion (m@namatram). Anandavardhana rejoins that
if this view were true we would have had no original poetry after
Vz_'ilmiki’s Ramayana, the epic considered the @dikavya, the
primal poem in Sanskrit literature. For one would be inclined to
assert that Valmiki, the archetypal, paradigmatic poet, had
already expressed the universals of experience. But this is
patently absurd. It goes against the overwhelming judgement of
sahrdayas, discerning lovers of poetry, who recognise great
poetry and poets after Valmiki.

The parvapaksa, the view which denies the possibility of -

new creation, argues, in reply, that all that is new in a so-called
new poem is the use of new expressions for the same old things.
Z'[n answer, Anandavardhana asserts that a new word inevitably
tmpl-xes a new meaning, a new content (vacya), because words
are inextricably (avinabh@vena) linked with their meaning or
content. New expressions cannot but imply a new content.

Anandavardhana admits that resemblances — sarvadah,
‘(ionfomlances’ he calls them — do exist between the creations
of poets, between the old and the new. Some may be involuntary
since, as he says, minds of men work in similar ways.

'Hojwev?r, this is not to deny the possibility of entirely original
pos:uc creation. Just as nature, he remarks, can always create a new
object® in spite of the endless variety of what it already has, so

-can a poet. But having said this he exhorts poets not to be afraid of

sarmvadas, not to desist from a deliberate model-oriented practice

* Dhvanyaloka, udyota 4, vrtti on karikz 10,
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and reliance on handling existing material. For this can be done
creatively, resulting in new, “original” poems.

Samvaddas between poems can be, according to him, of three
kinds: 1. Pratibimbavat, that between a man and his mirror
image; 2. alekhyavat, that between a man and his representation
in painting: a painting necessarily transforms what it paints. (The
kind of painting which Anandavardhana and his contemporaries
would have known, such as that of Ajanta, transforms quite
palpably); 3. tulyadehivat, that between two men similar in looks
but with distinct identities of their own.

Only the third kind of samvada is really creative: a poem

reconstituted with the same elements as those of its model, but
infused with a new seif or spirit. Anandavardhana does not go
into the details of how the three types of sanvadas he speaks of
are. to be distinguished in actual poetic practice. He leaves this to
the judgement of his reader, assuming that one who had studied
the rest of his work would be able to arrive at the details on his
own. The example we have quoted from him earlier is certainly,
in his view, an instance of creative transformation, that is the
tulyadehivat.

Inspired perhaps by Anandavardhana, another theorist,
Rajasekhara, whose career followed soon after that of
Anandavardhana, used a similar scheme for analysing poetic
creativity.’ His work, or what survives of it, the Kavyamimamsa
is a manual for poets, intended as advice concerning how best to
develop their art. It is in the context of plagiarism,
parGrathaharana, that Rajasekhara discusses ways of handling
older material. He goes into much greater detail in discussing
the matter than Anandavardhana. For, unlike his predecessor,
he was talking to poets about the techniques of their craft —

s Rajaekhara quotes Anandavardhana at the beginning of the 5th chapter of
his Kavyamimamsd. Also in a stray-verse attribnted to him, he praises
Anandavardhana’s concept of dhvani: See op. cit, G.0O.8. ed., edited by Dalal
and Shastri, Baroda, 1934, p. 156. It is not unlikely that Rejafekbara was not
directly inspired by Anandavardhana in this matter, but that both were drawing
from a comymon tradition current among critics and poets.

-+ epneemed with things of this world; alaukika
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kavikarma — not only delving into principles.

—> RajaSckhara uses the phrase pararthahaharana to mean

appropriating something written by another. Yet harang
if creatively done, he says, is not harana but svikaran-a,
“assimilation”, a legitimate, indeed, commendable poétic
practice. Svikarana operates through creatively transforming
given material. ‘ ‘

Rajasekhara classifies various ways of handling older
material on the basis of what he calls yoni: source. He has three
basic categories of yoni: (1) anyayoni, a new poem of which the
source 1s transparent, where one can easily make out the model
on which it 1s based. (2) nihnutayoni, “concealed yoni”, where
the older poem is transformed beyond recognition into a new
work. {3) avoni, a poem without a source, an entirely original,
non-iodel-oriented creation. Rajasekhara further subdivides the
first and the second of these categories into sub-classes. But the

L ‘ﬁﬁﬂ‘ff, -%_aj,@;zi,_has no subclass; it is not really a way of handling
o “older material but a category in itself. It cannot be further

classified, for how can one prefabricate categories for the
entirely ogiginal 7

?‘E]aﬁakham subdivides anyayoni into two broad classes: (1)
sialpa and (2) alekhyakalpa. These parallel the first
ﬁi:assss ik:ﬂmnéavwdhana (the suffix kalpa here is
synoml’ymaus with vat of the earlier classification). Rajasekhara
&esanbes the pravibimbakalpa — what may be called the mimror-
noage class — as no more than rewording an older poem in
newer terms, thus making a change which does not alferzthe
paramirtha, the “essential meaning” of the givgr;.” This is

. aja uncreative category, as in Anandavardhana. But unlike

) “Rﬁaﬁekham does speak of three v “ki

. 'R hara d ‘ ery broad “kinds” of ayeni poems,

;gak]mg a distinction on the basis of subject-matter: lawkika, “this-worldly”

eonce hings of | “trans-worldly” concerned with

Ehegmds and mifra, “mixed”, concerned with a combination of the two:

g a, chapter 1%. I.But this classification is radically different from the
faers o ponciples; its basis is not how the new transforms the old. Any corpus

whatsoever of poems can, in-fact be classified as lawki ;i i
of po s ika, alaukika an 3
" Kavyamimansa, Chapter 12. e
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Anandavardhana, Rajasekhara grants some creativity to the next
class, namely the alekhyaprakhya (prakhya in also synonymous
with var) — he was affer all writing for the poet who is also a
craftsman and could not keep his standards too stringent. He
defines alekhyaprakhya as: “making a given theme or subject
matter seem different through somewhat touching it up, refining
it, making it more elegant (sarskirakarma).”® The example he
gives is illuminating. He quotes an old verse which describes the
black snakes twined around Siva’s neck, with their hoods raised,
as sprouts emerging from the dark, world-destroying poison
stored in Siva’s throat — the poison having sprouted due to the
life-giving waters of the close-by Ganga dripping on them. This

verse became the model for another which makes a minor.

variation in the metaphor. The new verse describes the white
snakes twined around Siva’s locks as sprouts emerging from the
root-like half-moon which the god wears in his matted locks,
watered by the nearby Ganga. The language of the second verse
closely follows the first and is obviously modelled on it. We
have here a clear case of a variation on a theme, though
admittedly a minor one.’

The two categories which Rajasekhara considers really
creative are the tulyadehitulya and the parapurapravesatulya
(tulya is an other synonym of vaf) — he commends them with
the words: so yam ullekhavananugrahyo margah “This 1s

a recommended path worthy of its name”; though in recommending.

Glekhya, he does not use the extra adjective, “worthy of its name”.
Anandavardhana had spoken of fulyadehivat as an apparent
outward similarity but a marked inner difference between two
poems. Rijaekhara inverts the definition: he defines
tulyadehitulya as a poem apparently differing from its model in
.content yet having a clearly-felt inner resemblance.” He gives
two examples, each differently expressing a theme, common in
Sanskrit poetry: “an extraordinary object needs an extraordinary

*Ibid., Chapter 12.
1bid., Chapter 12.
9 Rajasekhara, op. cit., Chapter 12:
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home.” The first poem expresses the idea thus: horses are
common objects and can live in any home, but only a king’s
palace is a proper home for an elephant, or else it should be left
in the forest. The second, a purportedly derivative poem,
expresses the same idea through a change of metaphor: a
diamond, it says, deserves a royal home or it had better not be
taken out of the mine where it belongs.

_ Rajasekhara’s examples are not as inspired as those of
Anandavardhana or Kuntaka, to mention another theorist. They
are et comvincing as good examples of creative writing. But we

poctiy, bat rather with his analytical categories which remain
formally vaimabie, whatever the aesthetic value of the
tﬂusumns he gives to demonstrate them.
& pargpurapravesa, the other broad sub-class under
jipesi; is mot fomnd in Anandavardhana. The word literally
@ﬁmn 'wim ‘has entered an alien town”. He would
;- tysvsformed by the new surroundings. Rajasekhara
4 it snggesﬂve termi more discursively as: “keeping
S ‘the Fo0t idea or motif of the model but changing its context,” its
ntourage”, he calls it, using another evocative word.!!
Each of the four categories recorded above has eight sub-
¢ ochasses it i is interesting to see how Rajadekhara makes his sub-
- divisions, illustrating each with a verse. He has a very formal
- approach; he gives us quite a structural analysis of the ways and
techniques by which a given poem may be transposed or
o tansmnted. He sounds startlingly like a musician recounting the
G different ways in which given musical pieces or themes may be
: _rvaned Each variation bears a name, some are colourfully
ﬁguramwe and given, it would appear, by practising poets.

I would like to list here some of these variations — without
qummg the examples RajaSekhara cites as illustrations —
mamnly to project more vividly his formal approach, suggestive
of the practice of musicians.

" Rejasekhara, op. cit.,, Chapter 12.

are; wot- here concerned with Rajasekhara’s critical judgement of -

-
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I will begin by listing a few of the eight sub-species he
classifies under pratibimbakalpa, which in his view was a
transformation not deserving to be called “creative”. I will
mainly list those which rely on structural change. The very first
is termed vyatyastaka — a name which may be rendered as
“scattering the sequence”. It is defined as “changing the order of
parts without affecting the whole.” The second is khanda —
meaning “a segment”. This consisted of using part of a larger
theme turning it into a complete poem. The third is tailabindu —
literally “a drop of oil” — defined as enlarging or rather
spreading out a brief idea in 2 manner resembling the spread of a
drop of oil on water: considered an ugly shapeless spread.
Another is ratanepathya — “an actor’s costume” — a
transformation which merely translates a poem into another
language, like an actor changing his dress. In mausic this could
mean changing the words of a tune without making a change in
the music.!? These, I think, are enough to indicate what
Rajasekhara is trying to do. He adds that making variations of
the above kind only stamps a poet as a non-poet, revealing a lack
of creativity (kaverakavitvadayr).

-Alekhyaprakhya, which Rajasekhara allows to be a creative
mode of transformation, also has eight sub-species. Many of
these, significantly, are structurally similar to those of the earlier
non-creative mode. Vyutkrama, defined as the reversal of a given
manner of stating a theme (kramenabhihitasydrthasya
viparitabhidhdnam), is really no different from vyatyastaka,
where the change consisted of a rearrangement of parts.

Another variation, navanepathya — “new costume” — 1s the
same as natanepathya, — “an actor changing his costume” — of
the earlier category. Similarly, urtarmsa, — “an earring” —
defined as “giving importance to a subsidiary idea” can be

12 $ariigadeva, the author of the famous 13th-century epitome on music,
Sangiaramakara, categorizes vaggeyakiras (composers), into three classes.
The best are those who compose both the music and the words in a song. The
lesser ones are those who borrow another’s music, merely composing new
words for it.
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. equated with the earlier, khanda — “a segment” — that is, that
using part of given theme.!3
The difference is the addition of a new dimension, namely,
creativity, which cannot be totally reduced to structure,
What was just a transformation becomes here a creative
transformation. Rajasekhara quotes a verse from an earlier critic
to express this idea. The entire range of available matter, says
this critic, is given to the poet for transformation, which can be
effected as an actor uses colour to transform himself through
make-up." The simile of the actor has been used again, but
notable is the phrase used for expressing the idea of the kind of
change effected, anyath@vamivarcchati: “achieves a distinctive
identity”. Creative handling makes it a felt qualitative change,
though the structural process remains the same.

‘There are some interesting sub-divisions of the remaining
two categories, the tulyadehitulya and parapurapravesasadria
which could be listed and discussed here. But I think we have
had enough of Rajasekhara. What I have in mind is not to
discuss him but draw from him some cues in understanding
creativity in music.

Tneed not stress, to begin with, the key. role of improvisation
in Indian music, or in other words, the basic transformational
appr‘oach towards the given material. In poetry, at least
sophisticated kavya poetry, the same verse is, ideally speaking,
handed over exactly as it was composed. If distortions have
taken place, the reason is that the transmission process has not
been quite as ideal as one could wish. Two different copies of the
same poem are¢ — or should be — identical. A Kalidasa cannot
be changed, though a new poem may take him as a model. In
Indian music there are few genres where such an ideal is even
sought for. In Ravindra Sarigita or in film songs one does seek to
make different renderings replicas of the original. But these are
recent, non-“Traditiopal’, genres. )

B Fm: sub-species of the alekhyaprakhya, see chapter 13 of ’I;he
ISa.
“hid. Joc. cit.

[
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The attempt at exact replication is a recent ideal in music,
introduced from the west, where transformation is the
prerogative of the composer. He alone may transform given
material to create something new, as in the Sanskrit tradition of
art-poetry. But once a composition is given final shape it has to
be rendered, ideally at least, exactly as given. Some
transformational role is allowed to the conductor who may
“interpret” a work in his way. But this is, in many cases, because
of ambiguities in the scores of given compositions.'* And even
so, the transformation that does take place remains much
below even the level of Rajasekhara’s first category, the
pratibimbakalpa. The performance of a western symphony is an
attempt to produce a mirror image of the original. R3jasekhara’s
pratibimbakalpa, despite its name — “mirror-image” — is more
than producing a replica, a copy, of a given work. It is, we have
seen, a transformational category, however insignificant one may
judge the quality of the transformation to be. It, grantedly, does
not produce a new work. In Hindustani music, a transformation
that may be fittingly termed pratibimbakalpa, 1s certain to creep
in between all traditional musical genres whether light
or classical, whether a ghazal, a gawwali or a thumri, a khyal or
a dhrupad. No two renderings of a piece in these forms, even by
the same musician, are exact replicas. If we still speak of the
“same” piece it is because we judge the transformation to
be insignificant, or in other words, pratibimbakalpa. A
transformation there is bound to be, its quality or degree
depending on the genre; its total absence would be a rare thing,

15¥n music, as in many other arts, a degree of what may be termed
“interpretation” is involved in even faithfully copying a work. A copy in music
can never be a mechanical copy in the sense that two copies of the same poem
are. Such copies can only be produced on a gramophone or a similar device. A
musician reproducing an original cannot do so mechanically. For reproduction
itself is an art, a process which is bound to leave some imprint of the artist on
the work he copies. He cannot but interpret, in other words, as he copies. But
interpretation, in a significant sense, comes in only when the original is
uncertain, not given in its entirety, and thus having parts or aspects capable of
alternate renderings. :
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needing, indeed, an unusual, out-of-the-ordinary effort.

The reason is that musical education itself consists of
training in the techniques and norms of improvisation. True, a
musician 1s also taught certain more or less pre-set forms, but the
handling of these has to be essentially improvisational.
The more sastriya, “classical”, the form, the greater, one might
think, paradoxically, the role of improvisation in it. Thus,

- improvisation, is central to thumri, tappa, khyal and dhrupad.

Transformation in other words, is built into the very making of
any particular performance in any of these forms.

In analysing and judging such music, transformational
categories such as those of Rajasekhara can plainly be of great
help. When we speak of two performances or renderings
of a ghazal, thumri or khyal being the “same”, the identity in

“such cases can be meaningfully understood only in ferms of a

pratibimbakalpa likeness. A later rendering is never exactly a

. seplica of the earier one. There is bound to be some rearrangement

of pasts. We speak of the two as being the same because we feel no
real change has taken place — there is no anyathi-bhava, to use an
earlier phrase quoted from Rajasekhara.

. This raises a question. Can we delineate the structural
details of what I have, following Rajasekhara, called the
pragibimbakalpa in music 7 His model, T should think, will not
serve as more than an. analogy: music does not use words in
which_form and content can be analytically sifted with
convenient ease. Music is form alone, or at least, the content in it
is inseparable from form. The distinction of word and meaning
so essential in poetry is meaningless in music. Analytical .

- categories applying to poetry, however structural, cannot be used

for r%‘msif: without important modifications and alternations.
Details will have to.be worked out, though I must confess, I have
as yet not made a move in that direction.

But if we have to work out any details at all we must first

_ seek to answer two crucial questions: What is the “given” in

music that the musician seeks to transform and how and with

“what does he do it?
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In seeking to answer these questions, I shall be speaking of
the “classical” forms alone, though what I have to say may be
seen at the end of my analysis to apply also to the relatively
lighter forms of Hindustani music. The answer to the first
question is obviously: a raga. In classical music what a musician
is tanght are r@gas which are his “given”. But the “given” in this
case is a peculiar “given”. It is not a pre-formed structure which
a musician has simply to reproduce. A rdga is a generalised
form. Take the description of any r@ga and what you will have is
a general description of its form: rules and norms concerning the
total path the raga should traverse. lis antaramdrga, as the
ancients aptly called it: the scale (thar) to be used, notes to be
emphasized, weakened, dropped, jumped over, to be more
significantly interlinked, to be used in ascending or descending,
obligatory bends or twists to be made between them and so on.
Given this, any r@ga can in principle be realised or given
concrete form in a number of different ways. But this is true only
in principle. In practice certain crystalisations have taken place,
crystalisations made by generations of creative musicians, to
which a new practitioner becomes heir. These crystalisations are
a musician’s “given”. They are not, however, fixed or frozen
entities. They cannot be reproduced as replicas: though, of
course, they have elements which are relatively more stable, such
as the bandish.'® But a large part of their form remains fluid and
malleable. )

These crystalisations, I think, can best be described as styles.
We have .in Hindustani music four major styles of rendering a

. raga (not to speak of sub-styles — gharanas — within these):
the dhrupad style, the khyal style, the thumri style and the tappa
style. I believe that in order to seek an answer to the second
question I had asked earlier, namely, how and with what does a
rusician create and transform a raga (for every creation itself
involves transformation, using improvisation as it does), we must

6 A composition “fixed” in its melodic contours, set to a ceértain rhythmic
cvcle (falay and often forming the nexus around which improvisation takes
place. ‘
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look for the structural basis of musical style.
But before I analyse further, I must deal with an objection
that is bound to arise concerning what I have just said. T have
spoken of four styles in which a r@ga can be rendered, implying
that any raga can be rendered in any of these styles. The
immediate objection would be that this is simply not true.
Thianri is sung in only a handful of ragas; so is tappa. There are
ragas of more recent origin in which dhrupad is not sung,!”
others such as Khamzj and Bhairavi in which khyal is not sung.
Yet dhrupad and khyal are the two encompassing, inclusive
styles in Hindustani music: most réigas can be sung in both and
alinost all r@gas can be sung in either of them. We should,
therefore, it may be argued, speak of only two styles of rendering
*agas. The other two are not truly universal styles, being limited
T to afew ragas.
Y mould, in-reply, like to argue two points. One: it is true that
e&tt‘ly the phumri and tappd styles are confined to a very
¥agas and are in this sense lame styles. But this is a
W?a&tw\‘:iy recent development. Earlier these styles were as
%ad-has&das the Ahyal. There existed thumris in all the ragas
s 'khyai's were sang. Tradition bears this out. And if
s d@elﬂﬁeﬂtm‘y evidence, one has only to pick up
; tims of Lucknow thumri published by the
: Wmmmf the Sangita Nataka Akademi, U.P., and look
aiihe Hst of réigas in which Lallan Piya and other equally
fiamm singers had composed thumris. One of these two
: aﬁeuimns is devoted entirely to Lalan Piya, a singer who lived
fiite the twentieth century. !¢

When I say “sung”, T also imply “playad”, for the musical styles I
eaking of ‘app‘}y to the manner of rendering a raga irespective 0¥ whetli:r1
done in singing or playing.
I,humn Sefigraha compiled and notated by Gangadhar Rao Telang
- Buckoow, 19777. -chllan Piya Ki Thumriyar, compiled and notated bs;
_. .:?hﬂmwadu; o Batjpzu3 Lucl{_no}v 1977. We gather from the introduction of the
[ ._ret' that a duect'dxsmple of Lallan Piya died in 1950. It is not unlikely
m, that Lallan Piya himself was alive at the beginning of the twenﬁetl';
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This might at once prompt a question: why has thumri
declined, and so speediiy 7 I will not let this question distract me
here and move on to my second point which, in fact, follows
from the first. The fact that the thumri, could mould any raga to
its stylistic needs, just as khyal does today, certainly proves that
it is capable of being an encompassing, universal style like
khyal, even though it no longer is so. One can quite possibly
envisage a resurgence of thumri and it extension to more and
more rigas once again (the ghazal, a form somewhat similar to
the thumri, is witnessing such an extension) though the
possibility seems to me remote. But the very fact that such a
possibility can be visualised is enough for my purposes. It shows
that the thumri is a possible universal style like khyal.

The same can be said of tappd which is almost on the brink
of total disappearance. It is today a style without any vitality.
There are very few tappa singers and the total number of tappas
one hears may be counted on one’s fingers. Yet there was a time
when tappas were sung in a so-called serious raga like Pariya:®
and T would maintain that even if this were not true, the
possibility of its becoming so would still be undeniable. Indeed,
if there is any style which deserves resurgence it is the tappa.

Before I take any further step in speculating on the structural
basis of musical style, T would like to point out that style relates
not only to structure but also to sensibility. A change in style is
an index of a change in sensibility. And sensibility is related to
rilieu in however tenuous, not-exactly-definable a manner that
the relation may have and hence to history and transformations
in society: Consider the four major musical styles we have been
speaking of. Their marked difference in musical idiom and hence
the different sensibilities they-express needs no comment. The
severe, sombre dhrupad with its austere lines and curves is a

19Dr. Prem Lata Sharma, Head of the Dept. of Musicology, at Banaras Hindu
University, recently told me that she heard a musician from Bibar sing a most
intricate tapp@ in Pariyd, properly maintaining the raga form. Apparently a
tradition of tappa singing, which has disappeared from the rest of North India,
survives in a remote comer of Bihar.
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world_ removed from the melifluous khya! of which it is the
parent. The “effeminate” eighteenth century social milieu of the
court (_)f Mvuhammad Shah, known as rangile, “the colourful
one”, in which khydls as we know them took shape, was far
removed from the more “heroic”, war-like, rough period between
the fourteenth and the sixteenth centuries when dhrupad
emerged out of the earlier prabandha form. Thumri, lighter in
fc?el and approach than the khyal, emerged out of khyal in the
nineteenth century. The tappa was born of thumri2® The genius
behind this intricate filigree-like form was a Punjab musician
named Shorl Miyan, said to have been trained in the thumri

style. Other influences moulding the classical tappd are not verj;
clear. It does not seem to have much more than its name in
common with the popular folk tappa of Punjab.

'I.‘he historical aspect of the emergence of these styles is
certainly suggestive of some connection between the successive
nar}sfor{nations in music and something “akin” in the emergent
5001?1 milicux which nurtured them. But with a formal art like
music it is difficult to pinpoint the nature of this connection: to
spea.k_ concretely of what was “akin” in the social structure. In
music, where fon_n and content are inextricably merged, the style
is the sensibility. We cannot separate the expression from what it
expresses. We cannot, consequently, speak of any concrete factor
1n a social structare which music represents or mirrors.

To return to the question of style, I find the category of
tulyadehivat quite illuminating in understanding the relation
between rdga and different styles of rendering it. The
tulyadehivat according to Anandavardhana occurs when two
poems are similar in appearance but different in spirit. What
happens to a r@ga rendered in different styles is analogous. The
tonal structure of a raga, its antaramarga, remains recognisably

the same even with a change of style (otherwise we would not be

1t is not, however, certain wheth i
L , er the thumri came before the tappa or
after it. It should also be remarked here that be plainly, to make any co'ngction

between tappa and tire social milieu is much i i i
the Other e e more difficult than is the case with
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speaking of the same réga), yet a great difference can be felt in
spirit. We can recognise, say, raga Bihdg, in a dhrupad, a khydl,
a thumri or a tappa as the same rdga but the Bihag in each o
these cases is expressive of a very different ethos. :
Conversely, the tulyadehivat can also help us to form a
criterion for judging if a new style has been achieved. Today it is
the khyal alone where significantly new and exciting
experiments are being made in style. The similarities in two
dhrupad renderings of any rdga by two different musicians

can, I feel, be more often than not appropriately termed

pratibimbavat. At best with a more sensitive, creative musician,
it does not move beyond the @lekhyavat. The reason is that
dhrupad is a closed, confined style. Transformations are strictly

‘circumscribed and not allowed to stray beyond prescribed imits.

This is what allows dhrupad to retain its strength and character.
But it also prevents it from producing such different styles as we
have in the kkyals of Amir Khan and Kumar Gandharva, to take
two tellingly extreme examples. The difference between two
khyal styles is surely in the rulyadehivat class.

Though I am tempted here to speculate on the sensibility, or
rather the gamut of sensibilities, that miodermn khyal embodies and
their relations with today’s milieu, 1 must now turn tc the
analysis of the structural components of musical style, the raw
material with which it is constituted.

At this point I would like to introduce a rather unfamiliar
technical term, the sth@ya, which I find promising in making the
analytical attempt I am aiming at. Sarngadeva defines sthaya as:
“ragasya avayavah sthayah”: “sthayas are the limbs of a raga.”
The actual music of §ﬁrﬁgadeva’s days, that is, the early
thirteenth century, is no longer available to us, except in
imaginative reconstruction: our own music is in many essentials
a legacy from it. However, it is clear from E"»Erﬁgadeva’s
descriptions that in speaking of sath@ya he has in mind musical
phrases, idioms, melodic figures and the like, in other words,
organic structural units of a kind a musician wopld use to “build”
any raga. He gives a long list of sthdyas which he apparently
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, consider.s the basic limbs, organic “building blocks” for
ﬁonstructmg a raga; any raga. The sth@yas — from the root
sth@”, “to remain” — are the “constants” which a musician
handles in order ‘to make his improvisations.* '
Modifying Samgadeva a little, I would like to speak of
sthidyas as the smallest organically meaningful structural unjts
into which the totality of melodic movements in a style may
be reduced. Following Bharata, T would like to call sthayas,
geya-.m?zt_rk'a's. Let me explain. In speaking of dance ancien;
theorists distinguish between two basic categories o,f dance:
the nrtya and the nrrra. The rrtya was mimic in purport:
one could not speak of nrtya without abhinaya, mime, Bu;
nrita was purely formal. Bharata calls it a dance which
has no.connection with the meaning of any text? whereas
expressing textual meanings was central to nrtya. In analysing

the structure of nrtta, Bharata speaks of basic units of
movements which he terms karanas.

H:a’ also calls them nrita-masrkas: literally, the “mothers of
dance”, so named because these in larger clusters constituted
the d_ar.nce as a whole.*® Abhinava Gupta’s comments in
expla'mmg the meaning of karapa are significant. Abhinava
describes karana as a body movement which has the quality of
grace (gatranam vilasaksepa). He further qualifies it as the
sn.1a_11est movement which is nonpragmatic, not made with a
utilitarian purpose, and yet having the sense of a single

2 i i Gt
o In fact_, 'mterestmgly, Samg_adeva has a short but remarkable section on
. ‘Z a musician can trans. form given material to make new creations, This can
Be : c_);'ze{h inan ur_zc_matw? way by changing the words or the raga of on old song.
: li} 11 the musician wishes to retain the raga the path of transformation to
o_olv wopld be to make a creative change in the sthayas: ragah
srhzczz);gfraratmava (Sargitaratngkara, 4, 362). )
atyasasira (G.O.8. ed) Vol. 1. 4, 262 Nrtia is here
N - . 1. 4,262, N; spoken of as: %
gmgk;rthagmbaddkam ha capyarthasya bhavakam.” % "
ee, however, the article, in this collection entitled T L
» b X andu: The First
gheort;fzc:an of Dcmc_e, where the analysis is more complete and truer to
harata’s text. The matrkas were, as it emerges there, units smaller than the

karanas. Yet the purport of the poi i i
y point made here remaing undisturbed
we take the karana as the smallest unit or the matrka. » hether
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unit.* A karana is, in other words, the smallest aesthetic
block into which nrfta may be analysed. Clearly, sthaya, as
I have spoken of it, is a notion analogous to karana. This 1s
why I have also called it geya-matrka, “the mother of song”.
Sthaya in my sense is the smallest unit into which a musical style
may be broken.

Even in common musical parlance we do speak of different
sthiyas in connection with different musical styles, though we
do so loosely. Expressions like thumri ka anga, khyal ka anga,

dhrupad ka anga, tappe ka arga, (the anga of thumri, of khyal,

of dhrupad, of tapp@) are common among musicians. Ariga in
such usage is neither unambiguous nor precise. But an important
aspect of the meaning of asiga in such contexts is plainly
structural. Dhrupad k@ anga means melodic movements typical
of the dhrupad style, such as gamak, the sii and the like. Listed
together and further analysed such movements can yield typical
sthziya upits of the style.

Though I have not made the necessary detailed analysis for
identifying and listing typical sthayas of various styles, I believe
the exercise will yield froitful results. The sthaya approach can
be helpful not only in understanding style, but it may also be
valuable for understanding the transformation of one style into
another. For if sth@ya can be seen as the basis of style, the
transmutation of sth@ya can be shown to be an important basis of
the emergence of a new style. We, in fact, do speak of such a
process when we say, for example, “dhrupad ke anga ko khyal
mern. dhal liye™: “the anga of dhrupad has been moulded into
that of khyal”. Mutating a dhrupad anga to render it into a khyal
anga is common among musicians, a fact which can easily be
demonstrated. The word afiga in such usages stands for certain
types of sthayas which can be meaningfully differentiated.

# Abhinava on Natyasastra 4, 28-33: “A (graceful} movement distinct from
those made in connection with avoiding the undesirable {eya) and achieving the

' desired (upadeya) is karana... a single movement from one point to another

appropriate point is karapa”. kriya karapam. kasya kriya. nritasya. gatranar
vilasaksepasya. heyopadeyavisayakriyadibhyo vyativikia ya tatkriya karcnamityarthah.

CHAPTER ~ THREE

Ancient Indian Music and
the Concept of Man

Music does not embody concepts. It cannot. Only language
embodies concepts. Yet we are surely tempted to ask: How is
change in musical form related to change in the concept of man
from one epoch to another ? Or in other words: Do changes in
musical forms bear any intimate relation with changes in ideas
concerning man: his nature, his place in the world, his goals ?

- Before we can attempt any answer to this question, a tricky
problem intrudes: How are we to correlate change in musical
forms with change in concepts ? Can there be a yard-stick that
can gauge relative change with any right and fair degree of
dispassion 7 Let me put-the question in another way: Can we on
hearing a piece of music, or a corpus of musical forms, have an
idea of the concept of man that the music implies or assumes ?
The answer, I think, cannot reaily be given in the positive unless
we do so in a loose sense and take extra-musical factors like
sung-words or the lore surrounding music into account.
Conversely, can we on becoming familiar with the concept of
man, held by certain musicians, or even certain cultures or
epochs, come to know the forms of music they might have
created 7 T doubt if this is possible. Let me take an example:
Renaissance in Europe was an age when the entire spirit of the
times, both in thought and art was profoudly influenced by
classical ideals. A student who knew the general character of the
Renaissance but not its music, might expect a similar
manifestation in music too. Yet Renaissance musical forms,
unlike, painting, sculpture and thought, show no Greek trait.
They are basically different. For Greek music was melodic while
Renaissance music is polyphonic and harmonic. Let us take
another example that is closer to most of us and therefore
perhaps more telling: Concepts of man have certainly undergone
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many changes in India over the last two centuries within which
period a whole new epoch has dawned. Yet do we see a similar
tranformation in music 7 We do not. Many people, indeed, complain
that music unlike painting, sculpture, architecture and even
literature has not changed to snit the modem outlook and ethos.

Let us also look at the matter from another angle. Let us see
if profound changes in music are accompanied by analogous
changes in concepts and weltanschauung. Polyphony was
introduced in Europe in the 9th century and it gradually replaced
the earlier monodic music by the 12th-13th centuries. No change
could be more profound in musical history. But do we perceive a
similar change in the concept of man ? We do not. The great
change from pagan to the Christian ethos had already taken place
centuries earlier and Europe from the 5th to the 9th centuries
continued to create music within the monodic system it had
inherited. No doubt there were transformations: the introduction
of new forms and a new spirit, but these were minor compared to
the fundamental change that came with polyphony. One can see
no change in the European world of thought and ethos that can
be associated with this basic change in music.

Now let us take an example from India. During the 14th to 16th
centuries, a great change in Indian music took place with the
introduction of the that-melakarta system which superseded
the earlier grama-miuirchan@ scheme. Accompanying this change
in theory was the introduction of the zanpirra as the drone.' The
historical outlines of this change remains vague in comparison with

! The exact date, or even century, when the r@npird was introduced is still
a matter of debate and conjecture, Tanpird was certainly present in the
17th century, as miniature paintings show. It may have been introduced
earlier. However, even if its actual use came after the 16th century, the new
music, within which its use became so crucial and almost ‘logical’ was
a product of the pefiod between the 14th and 16th centuries. See also my
Hindi article entitled, ‘Sangita Ke Itihasa merh Sﬂpa Ki Bhumika’, Sangita
men Anusandhan Ki Samasyayefi aur Ksetra, ed. Subhadra Chaudhury,
pub. Krishna Brothers, Ajmer, 1988, pp, 111-134 (also included in the volume

* devoted to Hindi of the gresent collection) for further reflection on the history
* of the manpara. :
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what we know from Europe, because music-history in India is
hazy in comparison with music-history in Europe. Yet the
occurrence of a major change is beyond doubt. But it is difficult to
think of a parallel change in the concept of man or in the concepts
held by man during that period that can in a relevant sense be
said to have accompanied the change in music. True, this was a
period of great political upheaval, when the old order was being
shattered and was giving place to a new set-up. But the moot point
is with what, in this change, can we connect a change in music.
I cannot think of any element or conjunction of elements to which
one can relevantly point. Islam certainly brought with it many new
movements of thought and culture and art. The influence of these
on poetry, painting, architecture and social institutions are explicit
enough. But the new influence hardly provides any perspective for
- .ynderstanding the change in music. Even the fact that there was a
.- greaf infusion of new forms in the wake of the conquest does not
really; afford a satisfactary explanation for the change. For Islamic
sic is not drone-dominated. Moreover, the change that
eccurred was nowhere as drastic as the change from monody to
polyphony: what happened can, I think, be best characterised
jpamangement of old forms around a new fulcrum, the drone.
k{ﬂt of infusion of new forms, let alone a change in
; mg can explain this phenomenon. A greater change
- eﬁmmlzaumg occarred in Indian history with the introduction
.of British mufe, European ideas and ideals; yet all this left music
umaffected in its basic forms.
~ ‘What I have said was intended as a brief cautionary preface
to any attempt at understanding music in relation to concepts. 1
do not mean to deny that many major, enduring movements and
currents in music may to some relevant degree be fruitfully
understood in the perspective of major movements in ideas and
cultural ethos. But this is true of our atfitude to music rather than
its form and the relation between these two remain weak, slender
and ambiguous. Let me illustrate this in relation to sama and
some later currents in musical culture. We cannot really explain
the forms which sama and later music took from what we know
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of the Vedic and later concepts of man and his place in the
world.? But the ideas held about music, the lore surrounding it,
can certainly be understood illuminatingly in the light of a larger
weltanschauung. It can help us understand concepts and attitudes
about music, even if it does not really explain its forms.
Attitudes to music, the concepts we hold about its value and
nature create the ethos and audience in which music is made.
Understanding these is important for an understanding of the
musical culture within which forms are created, cherished and
preserved, if not the forms themselves.

The Vedic world view was dominated by the concept of the
yajfia. For the Vedic people sama music like the Vedic mantra
was not created but revealed, drsta; also like the Vedic mantra it
was immutable: not a syllable could be changed in a mantra and
not a note in a sama. Like the mantra, sama was associated with
yajfia. Inherent in the Vedic concept of yajiia was an idea of
cosmic cofunctioning and reciprocation: through yajfia, gods and
men entered into a relation of give and take.

The image of the cosmos that emerges from Vedic concepts
is that of an organic whole consisting of discrete parts
functioning reciprocally in unison. I would like in this context to
relate a story from a Brahmana text, the Jaiminlya-Upanisad-
Brahmana, belonging to the Jaiminiya Sakha of the Samaveda’
The story concerns a dispute for supremacy among six gods:
Agni, Vayu, Aditya, Prana, Anna and Vak. Each stakes
his claims with arguments. Agni says: ‘I am the mouth of the

*The major reason lies in the fact that Ancient séima is not known to us in its
ancient form; a great deal of sama survives but we cannot be sure of its
authencity. Vedic music has certainly changed much more in transmission than
the Vedic texts.

*In what fellows I rely almost exclusively on the Jaiminiva Upanisad
Brahmana, for my thoughts regarding sama and Vedic views in general. What
I have said can, I believe, be corroborated from other sources. But I have not
done so here. One reason for my exclusive attention to the Jaiminiya Upanisad

. Brahmana is'te project the importance of this text in music history, an
- importance hardly, as yet, noticed. My references are to the Tirupati edition of

the text; Jaiminiyarseya- Jazmzmyopmsadbrakmane, Kendriya Sanskrit
Vidyapitha, Tirupati, 1967.
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gods. And of men. To me are given the yajfia offerings. I
distribute foods to the gods and men. Without me gods and men
would remain without a mouth with which to feed themselves.
There would be no yajfia offerings and consequently no food for
gods or men. The whole purpose of existence will be defeated.
Nothing will remain.” All gave assent to Agni’s words. Without
him, they all agreed, nothing will remain. Then Vayu spoke: “I
am the prana, the breath of life in the gods. And in men. If I go
away, life, too, shall be washed away. Without me all will be
defeated and nothing will remain”. All gave assent to Vayu's
words, too. Without him, they agreed, nothing will remain.

The other gods argued in a similar vein till each saw the truth
of the others claim. They saw that each was dependent on the
other (ekaikamevanu smah) and without anyone of them the
whole will be defeated (yannu nah sarvasam devatinamekacana

g na syat tata idam sarvam parabhavet) *

This mode of reciprocal functioning, with each part
performing its‘innate function was in the Vedic view what made the
whole cosmos exist and move. The true, inherent rhythm of
this movement, a rhythm which made everything fall into its
proper place and season (7711), was rta. Man was as much part of rta
as were the gods: both interdependent on each other, acting
as it were, as counterpoints to each other. Indeed, the Vedic ‘
conception of the cosmos, readily brings to mind the image of
an orchestra playing different melodies to produce a single harmony.

This conception was reflected in the performance of the
yajfia ritual, too. It was a ritual performed by a group of priests
with different functions, acting in unison. Part of the ritual in the
more important yajfias was the singing of hymns to the gods.
This was done by the sama preists, who sung rcas from the
Rgveda to music, which like the rcas themselves, was revealed
and transcendental. Sama itself was sung by a group of three
singers, the prastord, the pratihara@ and the udgarr often aided
by a number of subsidiary singers, the upagttrs. To each of the

* Jaiminiya-Upanisad-Brahmana, 4, 8, 1-3.
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three main singers was assigned a different part of the five or
seven part sama-structure. One of the parts was sung by two
musicians seperately. The finale was sung by all together.
Connected with the Vedic concept of rta was the notion of
what has been termed cosmic correspondences. Everything in
this world, however, seemingly disparate had an inner mystic
cbrrespondence with other things, a correspondence which
is often spoken of as a relation of identity. Eviery part of the
yajfia ritual had a cosmic correspondent which often also

provided its raison d’etre. Similarly, every element in the human -

microcosm had its correspondent in the macrocosm. The
Brahmana and Aranyaka texts are full of such correspondences.,
I would like to quote here an example that concerns s@ma. A
sama we have said, could be sung in seven parts, these were
the seven bhaktis, named:
1. hinkarg 2. prastava 3. adi (or pranava) 4. udgitha
5. Pratihdra 6. upadrava 7. nidhana

The Jaiminiya-Upanisad-Brahmana speaks of a relation of
identity between these bhaktis and various aspects of the cosmos.
Thus each bhakti is said to correspond to a different quarter in
the space: hinkara is the east, prastava, the south, @di, the.west,
udgitha, the north, pratihara is that quarter, upadrava is the
antariksa and nidhana is this quarter.® Another passage says:
Hinkara is mind, prastava is Speech, udgitha is prana, the life-
breath; hinkara is the Moon, prastava is Fire, udgitha is Aditya,
the Sun, and so on.S At another place we find: hinkara is the
season of spring, prastava summer, udgitha is the seas0{1 of I‘ai}l,
pratih@ra antumn and nidhang, winter. It is worth mentioning in
parenthesis that this ancient feeling for correspondence has echos
in our own assigning of different seasons to different ragas. The
idea that different musical forms could correspond to different
hours of the day, has also an ancient parallel, for another passage
reads: hirikara is the hour before sunrise, prasfgva is the hour of

sfainzinija—Upani;ad—BrEhmagta, 1, 10, 1.
SIhid. 1, 11, 1.
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the half-risen sun, adi is the hour when cows set forth for
pasture, the midday is udgitha, pratihara is the afternoon,
upadrava, the hour of dusk when the sky becomes red and
nidhana the hour when the sun has set.”

The ancient Vedic concept of man and his relation to gods
and the world was clearly a concept of mutuality and innate
inter-relationships. It was a coucept, given which one would
reasonably expect its expression in music to be in the form of
polyphony. There was even the presence of group singing. And
yet from all accounts and evidence the music was monodic,
Indeed, all subsequent music history in India, which avowedly
begins with sama, is a history of monodic music. But music
could quite conceivably have taken an entirely different form
right from the Vedic period.

Perhaps even more than the forms of sama, the Vedic
attitude to s@ma has Played a crucial role in subsequent musical
history. The Vedic regard for sama shines out bright and clear
from all their deliberations. It shines out even from the little we
have quoted and that from a single text. Sama for the ancients
was an essential element in the ritual process and consequently
an essential element in the total harmony of the world. Through
$ama one could participate in r7a.

Through it one could also attain amyta, supreme immortal
being. It could lead one to brahma, the highest transcendental truth
and knowledge; and it could be the source of rasa, the greatest bliss
on this earth here and now. In Jaiminiya-Upanisad-Brihmana, the
&adyatra sama is identified with the mystic syllable Om, which is
identified with supreme brakma.® Om is the foundatiori on which the
world stands. A legend related in this Bré@hmana, reports a

question which Prthu, son of Vena, asked of the divine vratyas:
the heavens, he said in a Vverse, rest on Sirya, the Strya on Prthvi
and the Prthvi on Apab, the primal waters, on what, he asked, do

Ibid. 1, 12, 1. For quite another, more analytic view of the contemporary
raga-time relation prevalent in Hindustani music see: ‘An Enquiry Into the

. Raga-Time Association In The Light of History", in this volume,

“Jaimim'ya—Upanigad-BrEzfunapa, LLI1;L1,61,2 2

|
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these waters rest ? Om was the answer.” This ga@yatra sama is
elsewhere in the Brahmana identified with amyrta: “tadetadamriam
gayatraml/ etena vai prajapatiramrtatvamagacchatl etena
devah. etena rsayah.”" Gayatra is the instrument by which the
noose of death can be loosened.!!

Sama is, therefore, an upa@sana: a path to ultimate
realization. Aruni asked Vasistha Caikitineya as to which god he
worshipped. “We worship sama”, was the proud answer: Agni,
Prthvi, the primal waters (Apah), the Antariksa, the heavens, he
added were all but aspects of sama (Jaiminiya-Upanisad-
Brahmana 1, 14, 1).

Sama, then, was cherished with the greatest esteem that the
Vedic people harboured for what they valued. One could,
however, object here that s@ma was prized not for its music but
for the rk mantras, the really cherished possessions of which the
sama music was no more than a vehicle. This was not so, for
sama was a revealed form in its own right, just as the rcas.
Further in many cases sdma was plainly valued for music alone.
An example is that of the anrca sama. Anrca sama was a form of
s@ma that had no rk base and was sung to meaningless
syllables.’2 A story speaks of its transcendental powers. The gods
coveted heaven. But try as they might, they could not attain their
goal. Frustrated, they went to Prajapati for his advice. Prajapati
told them that they could attain, svarga, the heavenly world of
light, through anrca sama. The gods, therefore, emptied the
sama of its mantra content and through it attained svarga.”

Afsarira sama was perhaps another name for anrca sama (for
the 7k has been called the sarira of sama in the above story).* A
legend, seemingly historical, tells of the great occult powers of

?Ibid. 1, 2, 3.

Wibid. 3, 7, 3.

"Ypid. 4, 7, 1. Yajfia is here identified with Purusa: Puruga with udgitha. The
singing of udgitha loosens all the knots with which death binds the yajamana.

12 Bor 2 more detailed discussion see the essay, collected here, entitled, “The
Search For the Apauruseya or Absolute in Music’, especially pp. 286-305.

BIbid. 1, 4, 1.

“Ibid. 1, 4, 1.
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asarira sama. Kaupyeya Uccaih§ravg, the king of Kurus, was a
close and dear friend of Ke$1 Darbhya, the king of Paficala.
Uccaih$rava died, leaving Darbhya sad and sorrowful. Once
when Darbhya had gone out hunting, he saw Uccaih§rava in the
woods. Darbhya tried to embrace his friend. But Uccaihérava
was like empty space or the insubstantial wind, he was
disembodied. Darbhya could not touch him. “What has happened
to your body and form ?° he asked his friend. In reply
Uccaih$rava spoke of the @sariri sama, The power of the sama,
he said, had removed from him the dross of flesh and he
was now a disembodied spirit. Through asariri sama, he said,
a man could attain the abode of gods. He asked Darbhya to look
for a brahmana who knew this s@ma. Since it was through this
sama that the gods themselves had become disembodied spirits.
Darbhya searched everywhere in his kingdom but found
none who knew this s@ma. Then one day he met a brahmana
named Pra.t{da Bhalla who lived in a §masana (a cemetery).
Pratrda Bhalla was an expert in asarira-sama. The Sarira-sama,
the s@ma sung to rcas, he said, was within the reach of Death,
but afarira-sama was amrta (atha yadasariram tadamrtam).
Finally, through the power of this s@ma, Bhalla turned Darbhya
into a disembodied god.'?

The story illustrates the ancients’ belief in the power of
music alone in certain of its forms. Music was for them capable
of magical transcendental powers. It was perhaps practised in
this capacity within certain esoteric circles as the association
of Pratrda Bhalla with the smas@na suggests. This suggestion
is strengthened by the fact that Bhalla, according to the story,
was opposed by the more ‘regular’ sama-singers of Darbhya’s
kingdom. I would here like to note, in passing, that this legend
is the earliest precursor that I know of, of the later stories
about occult powers that certain musicians, such as Tansen
possessed and similar powers inherent in certain musical
forms, such as raga Dipaka.

Plbid. 3,6, 110 3,7, 1.
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I have tried to stress the Vedic people’s regard for music at
some length because this early attitude struck deep roots in the
Indian psyche and kept the impulse to music alive under certain
overwhelming attacks that hit at the very base of the impulse.
The attacks came from what may be called the sanyasic
weltanschauung that had its source in a very ancient muni or
Sramana tradition, but which grew to overpower the Indian mind
in the epoch which produced great sanyiisis like the Buddha,
Mahavira and a host of lesser, though cumulatively very
influential, teachers. The Vedic fold itself was moved by the
sanydsic ideal, and the older ideal of vajfia and rta lost its vigour
and vitality. This ideal was now on the defensive and was being

metamorphosed by the incorporation of new elements, many of

which were quite alien to its former spirit.

Music had no place in the sanyasic weltanschauung. The
world in this view was nothing but misery, duhkha. Man was
bound to the world by desire and he was bound to suffer in
an endless cycle of births as iong as this bondage lasted.
Liberation lay in transcending the world to nirvana or moksa,
where alone was bliss. The road to rirvara led away from the
allure of the senses and its objects which tied man to the world
through desire. All that tempted man to the world was to be
shunned. This included music, for music fed the sensual fire.
The ban on music encompassed all music, for music was
an intoxicant by nature. '

In practice, however, music in some of its forms was
accepted. No ideal however austere and music-shunning ever
totally rejects music when translated into a large cultural
movement. But the only function that music could nghtly have
was to act as a vehicle for words which expressed the sanyasic
ideal and the sanyasic experience. Music in its pure forms, too,
was certainly tolerated, and many who were moved by the
sanyasic ideal were, no doubt, moved by music, too; but music
was, in the ultimate analysis, an alien intruder in this world. To
the Vedic people music could be an upasang, a path divine; now
it was fuel for vasana, the path of eternal misery.
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It is easy to see why we hear of no distinctive Buddhist
or Jain music. There was no true impulse for music in
the Buddhist or Jain ethos. Yet this world-view had consequential
ramifications in music history. For like the Vedic weltanschauung,
the sanydsic ethos too exercised a deep influence on the Indian
mind. The presence of these two contrary attitudes was bound
to produce a tension and ambivalence that has left its stamp in
the history of all subsequent musical culture !¢

After the age of sama, music found its next great creative
impulse in the theistic cults of Vaisnavism and Saivism. These
cults had grown from small beginnings in the Vedic age, and had
imbibed and amalgamated much from different strands of
worship and thought current in the subsequent period of spiritual
and intellectual ferment through which they grew. These cults
claimed to embody the essence of the Vedas. This could be
questioned, for there was much that was new in them and what
there was of the old was much transformed. Yet much of the
Vedic spirit did abide in them though in new garbs. Just as for
the Vedic people, ritual in these cults was a vital element of
religious life, and music was vital for ritnal. But the ritual had
much that was new in form and ethos. So had the music.

The new sacred form or corpus of music, created in the
devotional atmosphere of the cults, was gandharva, it was
dedicated to the worship of gods, especially Siva. Gandharva,
the ancient texts say, was metamorphosed from the s@mic gamut
of forms. It was also cherished and valued in an analogous
manner both as ritual and as a form spiritual. Like sama,

'$We thus find a defence of music in later sangita texts, prompted, no doubt,
by the strictures in the Smrtis, which are deprecative of music, especially
musicians, who are in some, passages even forbidden to enter cities, and Iive with
the citizens. This is, obviously intended as a device to save the citizens from the
musician’s immoral influence. Musie itself is, however, not forbidden. In fact,
some forms of music are extolled by Smrtis and Puranas (which are often
bracketed with Smyzis as texts and dharma) themselves as divine. The
Ygjiivalkya Smyti extols the singing and playing of musical forms such as the
gitakas of gandharva (for gitakas, see my A Study of Dattilam, Impex India,
Delhi, 1978). In bhakti, music was included as part of sadhanz.
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gandharva is important in later musical history not only as
a form which was the fountain-head of much later development
but also the spirit behind it and the attitude towards music
it presented.

CHAPTER - FOUR

Words and Music

It is not uncommon to hear people complain against classical
singing that words sung are so distorted that they can hardly be
understood. Another complaint, which often goes with this, is that
lyrics sung by classical musicians are of an inferior poetic quality.
Those who voice these complaints are often persons who have a
greater rapport with poetry than with music. It is not difficult to
answer them back. A number of poets who give public recitations
sing their poems. It is certainly reasonable to demand that they
should pay proper attention to the quality of the music. This they
rarely do. It is common to hear a poet publicly sing his poem full-
throatedly to a poor piece of music in a bad voice quite out of tune.

Bickering, however, can get one nowhere. Moreover,
complaints against the use and quality of words in classical
music are voiced not only by indifferent music lovers but also by
some musicians themselves. It will, I think, be more fruitful to
try and understand the question of the way or ways in which
words may relate to music.

Music and poetry, it will be generally admitted, are quite
capable of great power on their own. Yet singing always has to
make use of words. It seems, therefore, legitimate to complain
that since words are necessary in music they should be used with
taste and proper ‘aesthetic care towards the poetic meaning
being conveyed.

But when I say words are necessary in singing, what I mean,
strictly, is that syllables or vocables are necessary for singing. This
can be done without using meaningful words. Since ancient times —
at least since the days of Bharata — musicians have been able to get
across the problem of using syllables without using words. They
have Bee_n using nonsense syllables: stobhaksaras, or as Bharata
calls them, Suskizksaras. Current music has its own corpus of
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nonsense syllables which are used in singing arang and in @lapa.
It will seem an insignificant truism to assert that in making
music musical values dominate. But we tend to forget this when we
complain that classical singers distort the words they sing. A
classical singer is intent upon building melodic wealth so as to give
form to a raga. Words obviously cannot create a raga; the singer
thus feels free to distort them if the melodic line so demands. One
should remember that singers have been distorting words since the
days of Vedic sama music, in which a number of distortions were
accorded due sanction and were termed s@ma-vikaras. These vikaras
were various ways in which words were distorted and twisted in

. singing sama. Classical singers then, have the strength of ‘divine’
‘sanction behind them. In complaining against them, T feel,

one should rather complain that in paying overmeticulous
attention towards proper intonation of words, a musician has
impoverished a r@ga or has deprived us of melodic riches.

In what I have said above, I have perhaps been too extreme
in defending the musical autonomy of classical singing. This, I
think, is needed. But one can stili ask the question: Are music
and poetry forms that can never be significantly associated ? It
would certainly be absurd to assert this. The association between
music and poeiry is an old one and this alone is proof enough
that they go well together.

Meaningful association between two or more art-forms which
can be said to be antonomous in themselves, is a commeon fact of
aesthetic experience. There are a number of composite art-forms in
which ‘independent” arts are combined to create a meaningful and
homogenocus aesthetic whole. Drama is one such art, so is film.
Drama uses quite different arts and skills to create the total effect
that 1t does. The same is the case with film. Dance, too, as we know
it, is a composite art; for it is always associated with music {a dance
performance was in ancient times also known as sangitaka).

Music has similarly been associated with poetry. The
association is and has been of a very varied kind. In forms like the
khyal words can become pegs on which to hang the music. There are
also forms in which a tune becomes the peg on which to hang
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words. Yet there are other forms in which the two are more evenly
associated, where the blend is so balanced that the one enriches the
other and still creates a total whole — Thumri can be cited as an
example, though in thumri, T feel, music has the upper hand, in
spite of the_fact that words play a greater role than in khyal. An
example of a more balanced association would be that of ghazal,
especially as sung by certain great ghazal singers like Begum
Akhtar. Her music has grace, charm, finesse and melodic wealth;

- but it is nevertheless, enriched. in its total effect by the poetic
content, to which it likewise, adds a new aesthetic dimension. Her
music is certainly enjoyable on its own, but it does not form as
profound a musical experience as does the khyal when rendered
by a master such as, for example, Amir Khan.

_An_other form, in which, to my mind, music and poetry are
beautifully wedded, is the traditional padavali kirtan of Bengal.
Here a great tradition of music as well as of poetry combine to
create a deep and moving experience. Each art enhances the
power of the other and for those who have experienced the
effect, they become virtually inseparable.

There are other approaches to singing in which music or
poetry become more or less dominant. Indeed one criterion
which may be broadly said to demarcate more ‘classical’ from.
‘lighter’ forms of sung music is the lesser or greater dominance
of the word content. Bharata, too, had evidently recognised this
criterion when distinguishing between the more “classical’
gandharva music of his age and contemporary theatrical songs
(8@na), be stated that the approach to pada, or sung words was
radically different in the two. In gandharva, words were
subservient to the music whereas in theatrical songs, words
naturally formed the dominant element.

. Our music has a rich repertoire of varied forms. Not all forms

 seek the same kind of effect. Our insistence that all singing should

.seek to express the feelings of the sung poermn is really a demand for
introducing a single goal in all music-making and denying to music
the autonomy it has cherished for centuries. Such a demand would
Put upnecessary boundaries to our own aesthetic experience,
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CHAPTER — FIVE

Why Study Ancient Musical Texts ?

1

The question that forms the title of this essay is not intended
to be rhetorical or just a verbal device to catch attention. The
value of studying ancient musical texts is by no means generally
granted, even by those who are serfously involved in the pursuit
of music. It is common enough to be accosted with the question:
Of what use is the study of old texts for an understanding of our
musical art as we practise it today ?

As a student of ancient musical texts, I would like to ponder
over this question and enter into some of its ramifications in
order to seek answers.

There is often a curious paradox in our attitude to the past.
Although in a certain mood of denunciation, we cast doubt on the
value of studying old texts, yet, in a different frame of mind, we
proudly proclaim and extol our music as age-old, rooted n time
immemorial. More often than not, however, this latter sentiment
hardly amounts to anything more than paying lip-service to the
past; the purpose, at times, being just to add value to the present,
hike up the price of what we have by calling it an antique.

The truth remains that an understanding and appreciation of the
historical dimension has never been a major aspect of our
musical culture, or, for that matter, culture in general. It was
common enough to praise the past, as it still is, or emulate it. But this
attitude never gave rise to any concerted effort to study the forms
and achievements of the past in any kind of a historical perspective.
No real atternpt was made to perceive forms of the past as points
in a process of change, a process itself worthy of serious study.

Early writers on music have, no doubt, described and even,
in a skeletal form, notated older music as it was current during
their time, or as they found it cutlined in earlier texts. But they
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hardly ever asked themselves the historian’s questions: How

through what process, have forms changed 7 How did newe;

forms come out of the old and in the shape they did? Why did

change take place, what was its character, what were the factors that

led to it ? Even if the old texts do sometimes speak of these matters

they do so indirectly, in the course of speaking of other things, 0;

in a very cursory, superficial manner. Such questions were never

uppermost in their mind. Certain writers of the older texts were so
indifferent to chronology that in describing or naming forms, they
did niot bother to keep the old and the new apart. Modern scholars
have remarked on the frustrating difficulties of historically
sifting the forms described in a number of musical texts.

Compared to the past, history today receives far more serious
thought in musical circles. Historical questions engage our minds
and provide an impulse for earnest enquiry. A direct access to a
greater range of forms (created over a relatively larger span of
time) is also now available to us, thanks to the invention of
recording devices. We can now actually hear a musician of the
past, even if only of the recent past, on recordings. Qur
experience remains fragmentary, limited to bits and scraps
which were recorded — and that, too, quite indifferently by
more modem standards; yet to be able to actually hear an Abdul
Karim, a musician separated from us by two generations, would
have been unimaginable in earlier times. This extension in our
range certainly adds to the total quality of our experience and
widens our response.

‘ But though, more responsive, in some ways, to history, a
historical awareness has not quite become ingrained in our
general outlook. A non-chalant disregard for history shows itself,
for example, in the interminable quarrels over the ‘purity’ of the
raga. The notion of ‘purity’ is, in such contexts, admittedly
cqmplex; but it has an aspect that is certainly historical. To elucidate
this point, I would Jike to examine some of the assumptions which
we tacitly make when we discuss the ‘purity’ of a r@ga. One
ass:um.ption is that a raga was created once and for all at a certain
point in time, and every individual rendering of it is an attempt at
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a true copy of the original, pristine form. The more successful
the attempt, the ‘purer’ the raga. Variants occur because of
‘impure’ copies multiplied over time, and against these one must
be on guard. Implied clearly are two further assumptions: one,
that we always have direct access to the original blue-print of a
raga, for otherwise we cannot speak of true copies; two, that
raga-s are conceived as immutable forms to be transmitted in
every specific detail.

Now, to decide whether these assumptions are justified or
not surely calls for a probe into the manner in which raga-s are
conceived and transmitted in our tradition and how good our
chances are of reaching back to the original form of a raga,
especially if it is an old raga. What is called for is, in short,
a historical probe. But though we are often quick in passing
judgements with respect to ‘purity’, we hardly undertake the
necessary enquiry.

The truth is that quarrels over ‘purity’ usually boil down to
guarrels over favourites. These are, more often than not, battles
between partisans supporting different artists or loyal to certain
gharan@-s, baitles in which ‘purity’ is bandied about as a
weapon. The interest is not really in discovering this ‘purity’
whose roots lie in the past, but in championing a cause.

In the Indian poetic tradition, a discerning sahrdaya — a
man who could aesthetically respond to a poetic utterance — had
before him a large body of literature, spread over centuries. The
nature of a sahrdaya’s response, however, hardly took the
historical factor into account; it was largely aesthetic. In
evaluating poems, questions like when it was written, how 1t was
historically connected with prior works, how it reflected its own
period of time, were rarely taken into consideration. Much
thought was expended on certain problems; What distinguished a
poetic utterance from utterances in general 7 What constituted
poetic merits and blemishes ? What were the distinguishing
characteristics of the aesthetic experience which poetry aroused ?
The almost unanimous answer to this last question was: rasa,
understood as a conglomerate of factors that differentiated the
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aesthetic from other experiences. Rasa, interestingly enough
was placed in a realm beyond time, like the mystic experiencej
No wonder, then, that poets separated by centuries were
evaluated without really taking these intervening centuries into
accgunt. The attitude, to use the terminology of linguistics and
sc.>c1al science, was synchronic, rather than diachronic. The
history of Sanskrit literature was not born, understandably
enough, till modern times.
Our musical culture today, is, in its aesthetic attitude, similar
to the ancient poetic culture; a historical interest has come to be a
part of it but this interest is still peripheral. We value forms for
themselves, for the wealth and variety of aesthetic experience
they can afford us. We are not really interested in probing into
how forms are linked over time, how they change, how one leads
to another or moves away from another. We respond to what

- appeals, without caring much for how it is embedded in time

and history. The fact that the notion of rase looms so large in
our evaluation of music is also to a degree indicative of its
ahistorical character: the rase mode of aesthetic perception
cannot take history into account.

My purpose here is not to deny that art can transcend time.

On the contrary, I quite share the view that art is nothing if it
_does not have something to say to us here and now, whenever
it may have been created. Greek sculpture, the ancient Indian
temples, the Ajanta murals, Renaissance painting, to name only
a few random examples, are great creations of art, not merely
beca.use of their historical importance, but because they have a
quality of being more than-contemporary; we can respond to
them across time, in spite of time. They all belong t¢ a realm
of rasa which is beyond time.

) ‘S_f'et, if the purpose of art is to enrich experience, then
viewing objects of art with some understanding of their history
undoubtedly, adds a new magnitude to our awareness of theixz
natu.re. History gives a perspective t6 our consciousness by
placing objects in a total cultural milieu both horizontally
and vertically. Horizontally, as an object placed alongside many




o8 vy

&)

&) &)

O

&)

(O SR ¥

y & 8

By By @) Wy Ty by Uhp Wy

@ ¢!

58 / TRANSFORMATION AS CREATION

others at a certain moment of time; vertically, as an object
viewed in company with those that came before and followed
across time. This perspective helps us to understand the dynamic
inter-connections between forms, how they interact with each
other as well as with the general human situation of which they
are a part. We learn how and in what aspect they change or
remain constant.

I

_ The sole reason why the history of music in India remains
neglected or weak as part of our way of looking at our creations

is not because of any disinclination to study its development. There
are also certain other problems inherent in any exploration of this
kind. History can be studied only through the traces left by the past.
In studying art-history, the major traces or data are the a.{t-obje_cts
themselves. For social, economic, and political history, the historian
does not need to have a direct observation of those events, people,
movements and forces which he seeks to study. He can derive
the knowledge he needs from other kinds of evidence: documents,
records, literature and similar other traces of the past and these
are often enough for his purposes; such data, indeed, are the
standard grist for the historian’s mill. One need not directly
perceive an event or an act in order to understand it.

But art by its very nature, imposes a different demand. In art,
the palpable particular, the form as it was created, is of supreme
importance. For the secret of art lies in the actual object of art,
something that can be directly, sensuously, apprehended

This is where the historian of music in India faces an
insurmountable hurdle. Beyond a certain period, and a period
which hardly extends beyond the very recent past, direct
experience of music as actually rendered becomes almost an
impossibility. In the field of plastic arts and of literature, forms
have survived from the distant past, though with greater or lesser
abundance for different periods. These forms, moreover, can be
arranged more or less securely within demarkable epochs and
often within fairly narrow limits of chronology. We actually
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have architecture, sculpture and painting dating back to two
thousand years and more which can be viewed in this manner:
But can we say the same for music or the other performing arts
for that matter ?

Many, it is sure, would assert that we do indeed have ancient
musical forms even today. Our contemporary classical music,
they would say, embodies forms which are, in truth, age-old. But
how old our forms are, and in what exact sense ‘old’, is a moot
question. A look at the nature of the tradition in which they have
been preserved and are handed over will, I believe, throw some
light on the matter. .

In the west, music going back from the ninetecenth and
eighteenth centuries to the Renaissance, and even to some extent
to the Middle Ages, has been preserved more or less in the shape
it was originally created. This has been done through a
sophisticated system of notation and an endeavour, rooted in
western musical culture, to preserve compositions intact (an
endeavour, which today has become more than ever refined
through research, resulting in attempts by learned bodies to
recapture the very tone of old music through, for example,
instruments reconstructed as they were in the past). True, we
listen to the early western composers only through renderings
by modern conductors and performers and it is well-known
that a conductor or performer will impart his own interpretative
nuance to a work, even if unconsciously. Yet a contemporary
interpretation of earlier music is never allowed to stray too far
from the original, notations of which can always be referred back
to. Any performance of Bach remains unmistakably Bach despite
differences in approach.

Things are quite different in Indian classical musie, more
markedly perhaps in its Hindustani form. When we hear a
Bhimsen Joshi or a Kumar Gandharva, or any other great
contemporary, singing kkyai-s by the eighteenth century
composers, Sadarang or Adarang, it is impossible in priciple to
tell how much of the music to which we are listening is truly
eighteenth century music.
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One reason is that though we clamour for ‘purity” and wage
battles over it, yet, paradoxically enough, we consider no artist
an ustdd, a master, if he is not truly original. What we cherish in
an artist is his individual creative gemius, his unique musical
vision. Even older masters, with whom we are still closely
{amiliar, Faiyaz Khan, Abdul Karim Khan, Amir Khan, were all
prized for this quality. An ust@d, moreover, is not expected to
show creative ganius merely through composing new pieces and
developing a new style and idiom in which he renders these new
pieces. What is really expected of him is that his own unique
imagination and artistic conception should be writ large on whatever
he is performing, whether it is a Sadarang khya! or his ownr
composition. A sensitive western performer or conductor, oo, may
have a unique style, an individual flavour that enters into whatever
he renders, but never do we mistake Bach’s creation for another’s.
On the other hand, a great Hindustani performer is more akin to a
creative Renaissance sculptor, who, in copying a Greek or
Roman model, transformed it into something quite his own.

The value placed by modern Hindustani music culture on
uniqueness of vision in rendering khyzl is not an accidental or
contingent matter. It is not a new and sudden growth, entirely
different in spirit from Indian musical culture and tradition as
a whole. Even a little reflection will show that the factor
which accounts for the Hindustani musician’s cultivation of
uniqueness is a factor which evidently has been inherent in
Indian music for centuries. I have in mind the central role we
have assigned to improvisation.

Improvisation is woven into the very fabric of our music-
making. In teaching forms, what is transmitted is not only a
corpus of music but also a manner and technique of
improvisation, the two elements being inextricably interwoven.
Hindustani music, in its khyal and allied forms, perhaps places
more stress on improvisation, but in this, it only errs on
the right side and does not iniroduce a totally new element
uncharacteristic of our music. Evidently, it was always the
practice in our music that a Sisya could become a master not
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merely through being able to reproduce forms, however skilfully
and expressively, but by succeeding in handling forms he had
learat in such a manner as to transform them creatively. A man
of towering genius could even gloriously transfigure them.

The role of improvisation seems however to have varied in
degree-and extent. It could be subjected to greater or lesser
constraints, Thus compared to the Hindustani tradition, Karnatic
1¥1u§i~‘:: has been exercising more controls on improvisation by
limiting it more strictly, at least in certain areas such as the

- rendering of krti-s. Compositions of old masters like Tyagraja

are carefully guarded from the mutating encroachment of
improvisation. Consequently, we have a more secure assurance
that kri-s have been handed down undistorted. In the North, on
the other hand, an old chiz (composition) can have as many
sh‘arply distinct variations as ghar@ng-s, or even musicians; since
within a gharana, too, individual variations are not uncommon.

BuF improvisation, though confined, is still given a major role in
Karnatic music. A kr#i within a raga may be carefully guarded
from mutation but the totality of a raga-presentation does allow
plenty of room for improvisation. How much of this has slowly
crept into the Arti-s themselves poses a genuine question.

The basic problem for a historian, in this context, is how to

- measure the extent of variation in an old form. Seeking an

answer is a frustrating exercise because there was no
sophisticated system of notation subtle enough to record all the
contours of a krti or a chiz before recent times, against which a
check may be made. We are, perforce, left to intéﬂigent guesses
on the basis of known musical practice and tradition.

But even if we grant that in the krti-s we have truly been able
to preserve old music in the original, how far back does this
take us ? Hardly more than two centuries.

Dhrupad, one may say, takes us further back. And it is
certainly true that dhrupad as a form and style goes back to the
ﬁfte.:enth century and pethaps earlier. But the pertinent question
agamn surely is: how old are the dhrupad-s that we have ? No
€Xxact answer can be given. Many dhrupad-s are certainly older than
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the current khyals, and dhrupad, in general, undoubtedly, preserves
an earlier musical idiom. Also, relative to the khyal, dhrupad
is guarded with greater caution against mutating influences. Stiil, it
is difficult to get rid of the feeling that this care to preserve dhrupad-
s has acquired greater favour only after the ascendency of the khyal.
Earlier dhrupad-s too seem to have been in a similar state of flux:
witness, for example, the great variations to be found in the same
dhrupad as sung in different ghar@na-s. The element that varies
sometimes is not only a pattern here and there, within the same
rdga, but the raga itself. We find that the same Tansen dhrupad
is sung to one raga in the Dagar gharang, but to a different raga
in Vishnupur. A further complexity is added by the presence in
the past of four banis, four different modes of rendering
dhrupad, which must also have multiplied mutations.

Here, again, in the absence of a proper notation system before
recent times, it is impossible to gauge the extent to which
improvisation has transformed forms. A search for the original can
turn out to be, as the proverb goes, like a hunt for the primal trunk
of an ancient, overgrown banyan tree. Unlike in the west, no need
was felt in India to develop a sophisticated system of notation for
recording music with exactitude. A notation system has been in
existence for some centuries, at least since the Brhaddest (circa 7Tth
century AD), but it was too crude to be an appropriate vehicle for
the music it was meant to record. The little that has been recorded is
moreover, skeletal and minimal, besides being, for us, enigmatic. It
cannot convey a true picture of the totality of music that obtained.
The reason why so little was recorded was that, as is the case today,
what was conveyed from one generation to another consisted not
only of a collection of forms, but also of modes and principles of
improvisation by which to develop them; notation could be of
no more than rudimentary or secondary use for this purpose. Before
the introduction of recording devices like the gramophone disc and

1Qn this matter of the historical relation between the dhrupad as we have it
and the khyzl, T would like to refer the reader to my Hindi article, “Dhrupad K&
itihas: ek nai drsti ka agrah’, vol. I of this collection (in preparation); also the
journal ‘Dhrupad’ Varsiki, 1987, pp. 16-30. ' .
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the tape-recorder, a full-fledged musical structure, such as that of
a raga, could never be captured in its entirety,

Given the material that we have and the nature of the
tradition, an attempt to reconstruct the music of the past in any
palpable form does not appear to be a promising venture. Yet
attempts are certainly worth making and perhaps with more
%'esearch and greater knowledge in depth, the notation preserved
in works like the Brhaddesi (circa 7th century AD). the Sangita
Ramakara (13th century AD) will begin acquiring a breath of
life instead of remaining mere signs to puzzle over. .

It would be interesting here to note that Rana Kumbha, the

~ famous Mewar King, had in the fifteenth century made an

attempt to recapture old forms. In introducing his monumental
Sangitargja, he asserts that he had not only read descriptions of
ancient forms in ancient texts, he had also tried to experience
these forms directly ( ‘anubhity@rthateh:’ Sangitaraja, 1, 1, 1,
37). Later in his work he even gives his own reconstruction of
jatis, kambala gana and the Tike, forms which in his days were
no longer extant. The attempt seems to have been, in many
essentials, a failure, as [ have elsewhere tried to show (A Study of
Dattilam, pp. 180-181). But it was certainly an attempt worth
making. Also for his times, it was a rare endeavour. Again in his
commentary on the Gitagovinda, Jayadeva’s celebrated poem
composed in the twelfth century, Rana Kumbha tells us that he

had searched for a commentary on the work that could reveal the

music to which it was set. Finding none, he set Jayadeva’s

astapadis to his own music (Rasikapriva, 1, 13, 16: the entire

work is full of musical details; also Sa:igitaraja 2, 4,2, 28-29).
For us, kis music, too, remains a closed book as it is not recorded

in notation, but in terms of hints that could have aided a
contemporary musician to improvise.

m
But if we have no music from ancient times, we have a
reasonably large and continuous array of musical texts and
manuals. Another major source of information is the huge corpus
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of sculpture, painting and imaginative literature from different
periods. This latter body of evidence reveals a great deal about
the context in which music was made, its social cultural
paraphernalia and its apparatus. Sculpture has many portrayals of
musical instruments and sculptural history can project a picture
of how they have changed over time. So can painting, which has,
in addition, preserved pictures of music and dance concerts ina
more vivid, realistic manner than sculpture. Literature is a still
richer source. It provides us with insights into the role of music
in general calture. It reflects details of the social, human,
background into which music was integrated, presenting us with
a lively idea of the diversity of musical practice, the varied
functions of musical forms and the complexity of attitudes
towards them. Literary works also contain helpful details
concerning technical terms of music, since many poets and
imaginative writers were men groomed in a many-sided culture,
and well-grounded in the techniques of music.

The texts and manuals, however, remain the primary data.
They are all that we have on music as such. Other evidence can
be corroborative or augmentative, the texts are foundational. A
student of musical history is perforce led to get as much out of
them as he can.

‘The earliest textual material on music we have is the large
though often scattered body of writings in Vedic literature. This
material contains very interesting reflections on music and
mirrors an ethos, echoes of which are present in our music
culture to this day. But music in this literature is not an object of
analytic and descriptive study. ‘

We do not know when the study began to assume such a
character. Perhaps at the time when the study of the Vedic
language was emerging as a methodical science in the three
Vedgngas: Nirukta, Vyakarana and Siksa. Yaska’s Nirukta goes
back to the seventh century BC, Panini’s Vyakarana is two or
three centuries later, Siks@ works are later still. The tradition of

these ‘Vedangas, devoted to analysing language semantically,
grammatically and phonetically, is older and goes back at least to

e ane VRIS
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the eighth and ninth centuries BC.

The mpetus for these Vedarnga texts was provided by the
need to conserve and understand mantra, the Vedic speech
Sama, the Vedic song, was as sacred as the mantra. It is-
reason'able to suppose that the study of s@ma music began at the
same time as the Vedarga-studies devoted to mantra, and with a
Pa:allel intention. The earliest work of this nature that we have
is, however, a relati\fely later work, the Naradi S’iks&, which like
othetr }vorks of the Siks@ genre, belongs to the beéinning of the
Chns’ttan era and is not quite free from even later interpolations
But’Sz]’c;a', as a branch of study, is as old as the other VedEfzgas:
A Siksa, when concerned with mantra was a phonetic study;
devoted to sama, it was a study of music. No other Siksa or:
sama, besides the' Naradi, survives. ’

The Naradi Siksa, along with the richer and more organised

Dattilam and the Nagya Sastra, can perhaps be placed in roughly
the sa.me chronological bracket. Somewhat later, more scattZred
maten.al_is to be found in the small sections on music in the Jain
canonic Thanamga Sutta’ and the older Purana-s.
‘ These are all works antedating the Iirhadc.ies’i, usually placed
in the seventh century. With this work we come to a new group
of texts, which, while borrowing the old conceptual framework
.and material, are yet devoted to newer interests and forms. This
is a fairly large group; representative works being the Bharata
B}.z&..s'ya, the musical section in the Manasollasa, Sangita
Cintamani, Sangita-Samaya-Sara and, above all, the Sangita
Ratnakara (early 13th century AD).

_With the thirteenth century there appears a lull in textual
activity which begins anew with newer interests in the fifteenth
f:entury. Many old traditions continue, earlier material is still
Incorporated, but there is a sharp change in the conceptual
framework, reflecting a major upheaval in music. Many old
terms acquire a new content. Some new terms and concepts

2 .
A Franslancm and a study of the Thanamga Sutta forms g part of this
collection of essays. See, ‘Music in the Thananga Sura’.
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become consequential. Also, now begins a division of the large
material we have into Hindustani and Karnatic.

v

The above brief, and even perhaps at places controversial,
survey is meant to convey some idea of the range of material
spread over time. A few words now concerning the character of
this literature, what we can learn from it and what we cannot.

Texts from the Naradi Siks@ onwards contain a rich
vocabulary for analysing and describing musical forms. But, as
we have noted earlier, before, the Brhaddesi there is no attempt
at mapping structures precisely or, in other words, to notate
them. In fact, it is in this text that we first meet with the
syllables, sa, ri ga ma, as abbreviated signs for musical notes.
Dattilam, written some centuries earlier, evinces great effort at
brevity and some very ingenious formula-like descriptive
devices. But the sa, ri, ga, ma syllables are not used. In this text,
as in the Natya Sastra and the Naradi Siksa, the name of a nate
is always fully spelt out: sadja, rsabha, gandhara and so forth.
Abbreviations must have developed sometime after these texts,
which were written in the first or second centuries AD and
before the seventh century, the probable date of the Brhaddest.

Not only was a notation system not quite paid attention to,’
no method of measuring tones through string-lengths or a similar
precise manner was developed. Musicians tuned by the ear, even
as today. In fact, it is not till the sixteenth or seventeenth
centuries that we find tones being given in string-lengths. This
fact further compounds the difficulty of reaching at ancient
forms with any exactitude.

The texts, it appears, were written and studied within a well-
established sampradaya, a tradition of musical culture in which a

3 However, for a discussion as to why the notation system remained
undeveloped, and the importance of notation in earlier Vedic music, see
“Reflections on the Logos of Music’, the last eassy in this collection especially
pp. 315-316. The reader might also see the author’s Sarigita Evari Cintan,
Prabhat Prakashan, Delhi, 1994, Chapter 1.
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basic knowledge of forms, a training of the ear, and a general
fmderstanding of the framework of music was already assumed
in a student. Details about forms in ancient texts abound but
they only concem general features, individual details are Iéft to
the knowledgeable students to fill in.

The reason for this lies not only in the fact that these were
advanced manuals, but also, evidently, in the forms themselves
The a-ncient Jjati-s were raga-like structures and have been.
proclaimed as the progenitors of raga-s. Like the raga-s, the Jati-
s were forms which could only be described in their general
formal features, through stating the principle of their structural
_t‘ormati?n, because they allowed room for free movement or
improvisation. This freedom was extremely restricted and
hedged round by numerous limits, because jati-s were sacred
f;tructures, similar in this aspect to Vedic sama. Every movement
in therm, like ritual action in the yajfia, ‘was. determined through
rule_s. Yet, unlike s@ma, they did allow freedom. With them an
entirely new element was introduced into Indian music:
the nurflegs for our raga-s was bom. Jati-s gave rise to othex.'
forms in which the principles governing melodic movement
were gradually loosened, modified, transformed, reduced in
number and importance. It is this line of development to which
raga-s belong.

A study of ancient texts can, therefore, help us form a picture
of how the principles of improvisation have changed over time
and come to be what they are today. And here we have an
example of the kind of history which the texts can help to
fc?rmulate. In respect to exact form, however, the texts present a
picture somewhat analogous to an archacological site, revealing
bare ground-plans or sometimes only clues to these, the rest of
the structure being left to the imagination. We do, however, have
the present forms, embodying many ancient principles of
construction, to help the imagination.

B.esides forms, music has a conceptual framework with
multlple' functions: analysing forms, describing them
commenting on them aesthetically, spiritually, metaphysically:
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scientifically and in other ways in which we do talk about rmusic
and relate it to the rest of our experience. This framework itself
has a history which reflects the history of forms themselves.
Here the texts offer a rich fare to the historian of musicology,
and the student of music in general. )

The texts can also be instructive {o us as practising
musicologists. Today we have gained in being able to describe
forms with greater quantitative accuracy. But we have lost much
in the richness, width and penetration of analysis found in the

best of the earlier text. Often when we grope for a suitable

method of analysis or an appropriate category with which to
clas'sify and name a phenomenon, we find ourselves at a loss. A
sensitive study of the earlier texts can be helpful here.

The texts can also have a clarifying role. Earlier I had spoken
of quarrels over the ‘purity’ of rdga. An historical understanding
of the character of raga, as a form, will surely help us to see the
issue in a clearer light and the fight over it will be Jess dogmatic.

Many musical terms such as $ruti, svara, mirchana, tana,
varna among others, have been with us for centuries. Their
meaning-content has been changing with change in music. But
the constancy of the use of the terms themselves tends to create
the false impression that meanings too, have remained
unchanged. Consequently, layers of meaning, which have
become mixed up, create confusion or bewilderment when we
apply these terms today. A historical study of these terms, 10 use
an archaeological analogy again, can help us separate various
strata of meaning and perhaps dispel some confusion.

CHAPTER - SIX

Tandu: The First Theoretician of Dance

Speaking of theoretical activity in India, we proudly single
out the glories of Yaska (7th century BC), Panini (6th-5th
century BC) and their predecessors, who were the first thinkers
in the world to subject language to a theoretical analysis,
semantic and grammatical. We forget certain others who are
equally ancient. One of them is Tandu. Tandu was the first

“theoretician in the world to analyse dance.

Tandu wrote, or pethaps, like some ancient theoreticians, orally
composed a §@stra on dance which has not come down to us in
its original form. The §@stra, however, is incorporated in Bharata’s
Natyasastra and it is on this that we shall base our account of
his endeavour. We shall be aided in this by the Abhinava Bharat,
the insightful commentary which the renowned Abhinavagupta
wrote on the Natyasastra in the 10-11th centuries.

How old is Tandn ? There is no way we can give an answer.
He is certainly older than Bharata, who used many existing
Sastras including Tandu’s s@stra on Tandava to compile his own
Natyasastra around the beginning of the Christian era. Bharata
presents Tandu’s s@stra in his own way, as he does many other
of the sa@stras that he uses. Yet we can reasonably expect a good
many of Tandu’s own words to have been preserved in Bharata's
reformulation, for this would only be natural in reproducing a
tightly-knit technical work, such as a §@stra usually was.

But the s@stra as a whole has, however, suffered a distortion

* in Bharata’s hands, as we shall attempt to show. Bharata has split

it into two parts, assimilating one of them into his own text in
such a manner as to almost obliterate its separate identity. We
shall try to show how.

But we are more interested in Tandu’s approach to his
material, the Tandava. As we have already pointed out, $@stric or




\&

¥

Ly

)

o« U LD

LLLLLLLLULLLLLLLUL U

70 / TRANSFORMATION AS CREATION

theoretical activity concerning the performing arts seem to have
begun as early in India as theoretical activity concerning language.
Panini was familiar, with a Narasutra which he ascribes to an
acarya named Sifalin. Nothing is known of this siztra or of Silalin
beyond Panini’s reference to them. But the very fact that Silalin’s

" work is called a sitra indicates that it was a systematic, organised

enterprise. Did the word ‘nata’ in the Narasitra stand for a dancer
or a play-actor ? We have no way to know. Some have suggested
that the ‘nara’ here stands for a juggler. But that seems unlikely,
since composing a sitra was considered a serious activity. Juggling
was certainly not a serious enough activity to call for a sutra to be
written on it. But if Silalin’s Nazasitra was either on dancing or
playacting, it is surprising that Bharata seems unaware of it. Bharata
has named many authorities who taught or wrote on the performing
arts, yet nowhere does he mention Silalin. Nevertheless, we must
not forget that many old works have been genuinely forgotten.
We know the authors of some through their mention by later
theoreticians, who have, however, not mentioned everyone. Sastric
works are not histories, except incidentally, we would not
have known of Silalin and his Natasiitra except for Panini’s
incidental mention of him.!

Tandu may have been as ancient as Silzlin, though we can
never be sure. But we can be sure of the fact that his endeavour
was connected with ancient Saivism, which took the performing
arts very seriously, creating forms that continue to live
with us. In music it produced the gandharva, which through
transformations provided the basis for our ragas. It also
produced the Gandharva-sastra, which, likewise, remains the
basic framework behind our theorising about ragas.

Tandava was the dance counterpart of géndharva. It was the

" dance Siva himself created and danced. This, indeed, makes -

Tandava more central to Saivism than gandharva. Gandharva

LIt may be'noted here, however, that the Amarakosa does list silalin as a

synonym of ‘ratg’ and ‘bharata’, obviously meaning an ‘actor’; See
Amarckosa, kanda 2, sloka 12. See also Bharativa Sangita ka Itihzsa, Thakur-

Jaidev Singh, Sangeet Research Academy, Calcutta, 1994, p, 280.
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was not created by Siva, nor performed by him, as Tandava was.
It was only addressed 1o him.?

The story goes that Tandu formulated his s@stra when Siva
asked him to teach the Tandava to Bharata, What Tandu did was

© to create the first known theoretical analysis of dance as a form,

which became a model for subsequent Indian enterprise in the field.

It is a model worth understanding on its own. For what
Tandu created can be characterised as one of the earliest systems
for constructing, or generating complex forms out of simple
entities through certain rules for transformation. What is
extremely interesting is the fact — something which is pointedly
brought out by Abhinava — that the simple units of which the
dance was constituted as well as the complex whole they formed
were self-contained entities. Unlike language on which Panini
theorised, the structure of Tandu’s dance did not refer to, or
mean, anything beyond itself. The dance was form alone — a
significant form, being beautiful, joy-giving and created by Siva
himself — but its significance was not acquired through any
meaning outside itself such as language essentially has.

Thus from the view-point of theory, Tandu’s discourse upon
dance 1s one of the earliest attempts at building what might be
called a generative system of pure forms without any content. 1t
should be of great interest to theorists who think that creating
such systems is one of the supreme goals of theorising.

Tandu’s system can be likened to that of Panini. Except that
Panini’s system is not a system for generating pure forms. The
complex linguistic whole which Panini was interested in analysing
was the pada, a usable unit in a sentence. Panini broke up padas —
Sanskrit padas, which were his concern —— into smaller units.

* 'The Napasastra is, in truth, somewhat ambivalent in speaking of Siva’s
creation of Tandava. In verse, 4,13, Siva says, “mayapidamn smriam nriyam”.
Abhinava understands ‘smriam’ to imply that the dance was without a
beginning, ever-created: “.sm_ﬂamz'tyan?zditvamasya darsayati”. Later in the
chapter Bharata, however, says,” srsnv@ bhagavatd dan@standave” — where
Bharata speaks of the various parts and fermations of Tandava, their creation
by Siva and then Siva’s teaching of them to Tandu. (For this !atter passage, see,
4, 259-260: all references are to be G.0.8. edition of the Natyasastra.)
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These units of dhatu, pratyaya, upasarga, were analytic in the sense

that they were not usable on their own. But they were not units of

pure structure. They were meaningful units. They could be variously
combined by rules of formation which Panini meticulously notes.
Any number of padas could be generated by them, provided the
rules were observed. But there was always an outside constraint.
Whether a pada was acceptable or not depended on whether it
had meaning or not? Tandu’s system, on the other hand, had no
such constraint. It was not a system for abhinaya, which like
language has to have a meaning outside itself. It was a system

meant for generating pure dance which was form alone. The

Natyasastra is aware of this central distinction and Bharata
expresses it through an interesting story.

After Bharata had created the natya, he presented a play
before the Devas and the Asuras who enjoyed it immense’ly. The
art, Bharata then thought, should be presented before Siva —
with the idea, perhaps, that Siva was the ideal sah_rdaya,,the
quintessential discerning, sensitive critic. He approached Siva
with a play called the Tripura-daha, a dramatised version of an
episode from Siva’s own life. Siva was pleased with Bharata’s
ndtya and praised it. But he also asked Bharata to add something
to it which it did not have. This was the Tandava dance, which
Siva himself was fond of dancing. But could this really be done ?
The very idea of adding a pure, non-representative form to natya,
which like language inherently depended on a world of meaning
outside itself, raised an aesthetic problem. This was voiced
by the Rsis to whom Bharata related his story. The very soul of
natya, the Rsis said, was abhinaya, which was a means for
representing the happenings of the world on the stage; how could
Tandava fit into such a representation, since it had no concern
for I-Imanings nor could it represent a happening. Bharata agreed

3t may also very well be doubted whether Panini intend{zd to create a
generative system, even though his analysis may be used for this end. Tandu,
however, clearly intended to design a generative system. For 2 more extende-d
argument on this line, see my Sangir Evam Cintan, Prabhat Prakashan, Delhi,
1994, Chapter 1.
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with the Rsis. He was aware that Tandava was a pure, non-
representational form. Tandava, he agreed, was quite unrelated
to anything that happens in the world. It was, he said, beautiful
in itself, a source of joy on its own, without depending on
anything beyond itself# Yet he did incorporate, it into his natya.
We shall see how he did it. We shall discuss the principle he
adopted to adapt the alien Tandava into the natya. One thing
which made this possible was Tandu’s analysis of Tandava into
smaller units. The Tandava as a whole could not be incorporated
into the natya, but it was possible to incorporate its parts, using
them to a different end.

The Tandava consisted basically of complex formations
called arigah@ras which could be strung together into larger
wholes. The Tandava that Siva danced had a repertoire of 32
angaharas. Tandu’s goal as a §astrakara was to describe these
angaharas. The method he chose was to analyse them into
smaller building-blocks. His analysis follows two stages. At the
first stage, Tandu analyses arigahgras into what he calls karanas.
These are 108 in number. Different combinations of karanas,
Tandu says, prodoce different angaharas. A combination of two
karanas gives rise to what he terms nrita-matrka. Though obviously
more complex than a karana, the nrita-matrka is not yet an
angahzra. For the angahara, Bharata says, consists of two, three
or four nrtta-matrkas. Bharata, however, goes on to say:

“Three karanas form anigaharas called kalapaka; four of

them form sandakas and combinations of five karanas are
known as sanighatakas. Angah@ras can also be formed by
combining six, seven, eight or nine karanas together.”s

One thing is clear at this stage. Given a set of 108 karanas

* Rsaya @icuh : yadz praptyarthamarthanam tajfairabhinayah krtah/
kasmannrttam kriar: hyetat kam svabhaivamapeksate/
na gitakarthasambaddhanm na capyarthasya bhavakam/

Bharatah ¢ antrocyate na khalvartham karennrttamapeksated/ kive 1y
Sobham prajanayediti nritam pravartitam/ priayena
sarvalokasya nritamistarh svabhavatah//

Napyasastra : 4, 261-264.

* Natyasastra, 4, 30-33. The translated portion comprises verses 32 and 33.
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and the rule that a combination of three to nine of these could
make an gngahara, it is possible to produce innumerably more
angahiras than the 32 which Siva’s repertoire consisted of, _T_he
result of Tandu’s analysis was thus to enlarge the possibilities
inherent within Siva’s dance. Tandu uses the karanas (or so it
appears from the text we have) only to describe 32 aﬁgah&ra..s,
presumably those danced by Siva and no more. Btft given his
simple rule of forming angahdras out of a combination of three
to nine karanas, other angaharas could easily be formed though
he has not .actually described them. Indeed, given the rule,
his actual detailed descriptions of angaharas seems quite
unnecessary. ‘

Later theorists were aware of the fact that Tandu’s
formulation contains the possibilities of many more angaharas
than the 32 which Siva employed in his dance. Performers made
use of these possibilities in their own compositions. Abhinava,
therefore, says that there is no end of angaharas that can be
performed, but the 32 danced by Siva are especially sacred.®
Tandu’s Sastra, in effect, opened up the restricted Tandava _of
§iva without diverging from it in form and conception. This is,
remarkably, the character of many Indian s‘ﬁstr_'as inciluding
Panini’s grammar. Many would argue that Panini has, indeed,
been the central influence behind much Indian Sastric thought
becaunse his grammar became the model for other writers: his

§ “astottare karanasate jidite catuhSastikaranayojanayi tru_tira‘r':garityc._z
yadya;p.yEnantyamar'zgahr_zn_z{zﬁn'z tathapi ['JrE.dhfmgiadad_r_s}?phalam
pratyadhikoparaktataya dvatrim$annamato nirdistali” — Abhinava on
Natyasastra, 4, 27. This may be translated as: ‘_‘Onc'e the_ 108 karanas arc
knbwn, they can be combined to form endless angahan,zs through thIe
application of the 64 yojanas (the yojana is not a part of Tandu’s vocabulary. It
seems to refer to techniques and modes of putting ka.rapas together employed
by dancers during Abhinava’s times) and the arrutitanga mctpod (anothel: term
not found in Tandu). Yet only 32 anigaharas are of greater importance in the
creation of adrsta (the ritual effect that leads to svarga); therefore only these

ve been described by individueal names.”
haFor yojan@ and }t'he arrufitanga method, see below. The wm:d
atrutstangarityd reads traritdngarityd, an obviously incorrect reading as will
become evident later in the discussion.

TANDU: THE FIRST THEORETICIAN OF DANCE [/ 75

fascinating analysis of language became the paradigm for other
analyses. To me it seems more likely that Panini’s own exercise
was not a cause but itself an outcome of a general cultural and
intellectnal approach — or one might call it ‘style’ — that
delights in creating new forms out of a set of given units,
varying, transforming and sometimes even transfiguring, certain
basic patterns. Certainly, no historical links with Panini can be
traced in the various §dstras which are impregnated with the
same intent of opening up latent possibilities.

A karana, however, was itself a complex unit and quite
obviously so. Even a simple glance at the description of karanas
will not fail to impress this fact upon us. Tandu, too defines a
karana as 2 ‘combination of the movements of the hand and feet’—
hastapadasamayogo nriyasya karanam bhavet (4, 30). The
words ‘hand’ and “feet’ here are — as Abhinava points out (see fn
10 on p. 6) — short-hand for the various limbs of the upper and
the lower parts of the body; this is clear also from Tandu’s own
description of the karanas, where a karana is defined as a
combination of the movements of the different parts of the upper
and lower limbs of the body. I shall return to this below.

Let us take a couple of examples of karanas. The karana named

mandala-svastika (the eighth in the list) is described as follows:

With the body in the still position (sthana) called mandala,
bring the two hands to the svastika position in such a manner
that they remain equipoised with the palins raised and facing
inwards. Such is mandala-svastika.

The karana, katicchinna (eleventh in the list) is:

The hands should have a pallava formation and placed near
the head. The waist should be turned first to one side

7 Svastikau tu karau kptva pranmukhordhvatalan samaw/ tath@ ca mandalarm
sthanam mandalasvastikar: tu tavy Natyasasira, 4, 68-69. See also Abhinava’s
comments here. He also speaks of a yojang in connection with this formation,
though the word does not occur in the original. This was, evidently, an addition
to the description made by Tandu. The purpose apparently was to incorporate
into the description certain techniques and modes of movement which had
become parts of a dancers performance and which were thought to be important
enough to figure in sastric descriptions.
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and then the other and this should be done repeatedly. Such

is katicchinna®

Even these two examples, rather randomly chosen, are
sufficient to reveal the complexity of the karanas. Each of them
can be plainly analysed into smaller, more atomic, units. Such an

- analysis was, indeed, made by Tandu; it is, in fact, assumed in

his description of the karanas; mark his use of phrases like ‘the
svastika position’ or ‘the pallava formation’, which are
obviously parts of karanas. These smaller units are also named
matrkas. |

.Tam_iu introduces his déscription of the karanas with these
words: _

Listen to me, I shall now describe (the karanas) making a

note of the movements of the hands, the feet, the hips, the

thighs, the breast and the back. (I shall also describe) the
sthanas, the caris and the position and the movermnents of the
hands needed in nrtta (i.e. Tdandava) known as the matrkas.

Combinations of matrkas produce the karanas.’

Clearly, the karana is a combination of many discrete positions
and movements of the various parts of the body, and each of the
karanas can be broken into these smaller ‘units’. Indeed, as Tandu
uneq[uivocally says, the karapas are nothing but assemblages_ of
these smaller parts. The words ‘sthana’ and ‘car’ are also w,orth
noticmg here. ‘Sthana’ stands for a stationary position and ‘cari for
a movement. All dance, as Abhinava says, is stillness coupled \fVlth
movement (gvasthanam gatisceti). Thus every smaller p_aft into
which a karana was analysed could itself be characterised in t.wo
distinct ways; still or moving. However, the term matrka which
recurs here can cause confusion. Earlier, Tandu had told us tl‘lat a
matrka was a much larger building block in the dance: two kardnas,

8 Natyasastra, 4, 71-72. ]
® hastapadapracirantu katipariverusariyutam//
urahprsthodaropetarn vaksyam@nar nibodhata/
yani sthgnani yasciryo nritahastastathaiva ca//
5@ mdtrketi vijfieya tadyog@tkaranari. bhavet/
) Natyasastra, 4, 58-60
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he had said, made a mairka. Yet now he tells us that matrkas are
smaller units in the formation of the karanas themselves. No
Justification is provided for this puzzling use of the same term in two

very different, palpably contradictory, senses: Matrkas cannot both -

form a karana and be formed by them. Fortunately, we have
Abhinava whose comments help us to sort out the confusion.
Matrkas, Abhinava says, are of two sorts: (1) the nreta-matrka
.which was formed through karanas and (2) the karana-matrka, the
smallest units in a dance which Jorm the karanas. The different uses
of the term marmrka, it would seem, indicates the two stages of
Tands’s analysis of the angahidras that Siva employed in his dance.
- At the first stage Tandu analysed the angaharas into karanas,
asserting that these smaller building blocks could, through a simple
rule of formation, give rise to angakaras. But since the karana is
itself a complex figure, Tandu in the second stage of his analysis
breaks it into yet smaller building-blocks, which are not further
analysable, and names these the matrkas. This appears reasonable
enough, yet a confusion remains, Tandu had said earlier that two
karanas formed a nrita-manka; he had not equated the karanag itself
with a nrita-matrka. But if the nrita-matrkd consists of two karanas,
one fails to sec how it can be an essential building-block in the
formation of angah@ras. The angah@ras are not combinations of
pairs of karanas. One fails, indeed to see the purpose in Tandu’s
sSastra of the concept of nrita-mairka. Abhinava does try to give a

. Justification, but it can hardly convince. He argues that only after

two karanas have been shown to us is it possible to perceive the
activity before us as part of a dance and not as part of another, an
entirely different sort of activity.'® This raises the interesting

' Abhinava’s text here is obviously corrupt. Ramakrishna Kavi, the editor,
has tried to repair it, and as in many such cases, with some success. The text
reads ; karanadvayaprayogena ca vinivritabhimanoe nasti, which Kavi emends
to karanadvayaprayogena ca vinirvrttanriabhimano nasti, Abhinava goes on
to say: fatah param tu rriyattyabhimanitia-ranadvayar nrttamairketyuktam.

.1his may be translated as: Even till two karanas are performed one does not

understand it (abhim@na) as a dance: after that, however, the perception
(abhimang) is clearly that of a dance and this is the reason why a pair of
karapas are called a Rrtta-marka. (See Abhinava on Natyasastra 4, 28-33),
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question of when do we begin to identify an activity as that
particular activity and not any other, but it clearly offers no
cogent justification for considering the nrtta-matrka as a
building block in the formation of angahdras, a notion that
Abhinava seems to entertain; he defines nrtza-marrka as:
nritasyangaharatmano matrkd utpattikaranam (4, 28-33). It is
the karana which can be really called the ‘wtpattikarana’, ‘the
generative material’, of the angahara, for the arngahdra, as we
have seen, was made up of sets of karanas — three to nine —
and not of pairs of karanas. Moreover, a single karana should
on its own have been sufficient to convince anyone that what
was happening was a dance: the examples described above are
sufficient to impress this upon us. Abhinava like a loyal
commentator was trying to justify the text of a Sastrakara even
though there was no justification. If we, too, want to be generous
towards the §@srrak@ra — as in all intellectual honesty we should
be — a better justification, I think, would be to say that the text
here is perhaps corrupt.

The term nrita-matrka is, then, redundant. It has no role in
the sastra properly speaking and can be replaced by the karana.
Matrka should be taken to mean only what Abhinava calls,
karana-matrka, the smallest unit to which dance could be
analysed.

How can we define the smallest unit in pure dance 7 Tandu
does not raise this question, which his analysis inevitably
demands. Abhinava too does not raise it, but his definition of a
karana is very suggestive in this regard. A karana, he says, is a
movement. Of what, one might ask. It is, he replies, a movement
of pure dance, of gracefully stirring one’s limbs; moving them in
an act which is not directed towards any utilitarian aim of getting
something or of getting away from something. It is a movement,
he continues, of the upper and lower parts of the body, made in
such a way that it forms a coordinated whole (sargatataya
‘trutitatvena). A movement of this kind when made from a
previous position to another appropriate position, constitutes a
single movement. And this is the karana : kriva karanam, kasya
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kriya ? nrttasya, gatranam vilasaksepasya. heyopadeyavisaya-
kriyadibhyo vyatirikea ya tatkriya karanamityartham ... tasyah
kriyayah svarupamaha — ‘hastapadasamayogah’. hastopalak;w'.-
tasya pErvak&yﬁ-vartis’ﬁkhc‘zﬁgopﬁﬁgﬁdeb padopalaksitasya
cﬁpamk&yc‘zgatapc‘zr—fvakq@ﬁrujaﬁgk&caran&deb sangatalaya
‘Trutitatvena vrttiyojane. Purvaksetrasamyogatyagena samucita-
ksetrantarapraptiparyantatays eka kriva tatkaranamityarthah.
(Natyasastra, Vol. I, GOS ed. p- 90). Abhinava adds that the
concept of such a unit of a single movement exists in loka
(ordinary behaviour of men and women), except that in dance the
central thing is the grace and beauty of the movement and not its
purposiveness. Obviously, this definition of a single unit in a
dance is too large to form the smallest unit or matrka. But if we
modify the definition to mean the single movement of a single
limb, we can come much closer to what we want. Problems
would still remain. What is a single limb ? for example. On what
grounds do we say that the movement is not the same but
different, especially in the case of movements that might
resemble each other. A related and more important question is:
can we ever make a complete inventory of the units of smallest
movements that the body can make and make with grace ? And
what is grace after all ? There would have to be some
arbitrariness in what would be called the unit of a movement —
an arbitrariness, mitigated, however, by the limits of the sastra
itself: the §@stra, after all, is concerned with a specific form of
dance, the Tandava, and not all non-representative dance in
general. The matrkas of Tandu, therefore, are a set of more or
less definitely innumerable atomic units of movement in the
Tardava: units that can be arrived at by analysing the karanas.
However there is still a problem on which Abhinava does not
seem to have pondered at all. Tandava is not only gati but also
avasthiti, as Abhinava himself says. So our atomic wnits must
comprise not only of units of movement — in terms of which
Abhinava defines a karana — but also units of stationary poses.
These, perhaps, can be defined as the end result of a movement
which can then be frozen into an avasthiti.
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The outline of Tandu’s sastra that we have had so far was
based, as we said, on the fourth chapter of the Natyasastra. We
find Tandu speaking of the matrkas, but unlike the karapas,
these are not described in detail, though their knowledge is
assumed in the description of the karanas. The reason why it has
been possible for Tandu to describe complex formations such as
karanas in single, short, succinct verses is that his description
has a very technical tenor. And this comes from the fact that
smaller movements comprising a karana — namely the matrkas
— have been referred to through single epithets or short phrases
with a precise but detailed meaning. Let us take examples from
the two karanas we had.described earlier. In describing
mandala-svastika, the text says (I quote from my translation
earlier) :“with the body in the still position called mandala...”
The reference here is to a sth@naka (or sthana) with the technical
name mandala the form of which is taken as understood through
the term. The term is obviously what we would call a technical
term. Further in the description of the same karana, we find the
description: “bring the two hands to the svastzika position ...”
Svastika is plainly another technical descriptive term, a short-
hand for a more detailed description of a bodily position. Even a
quick look will show that such technical terms are guite central
to the description of the karanas. Like all technical terms they
need to be explained and elaborated. And this is a necessary part
of the function of any s§astra. The sastra would be largely
unintelligible without it. But the fourth chapter of the

Natyasastra, which purportedly contains the entire description of

the Tandava, does not explain the technical terms it so profusely
uses. Has Tandu failed in his function as a fastrakara ? His
Sastra clearly appears to be essentially incomplete.

But-this is not really the case. What has happened is that
Bharata has taken Tandu’s description of the mazrkas out of its
proper and appropriate place and removed it elsewhere using it
for his own purposes. Tandu’s description now forms part of a
larger, much more ambitious, repertory of the units of atomic
movements and positions of the various parts of the body that
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could be used in natya, and is to be found in chapters eight to.

eleven of the Natyasastra, where technical terrns like the ones
named above have been explained. If we look at Abhinava’s tika
on the karanas in chapter 4, we discover that he quotes relevant
passages from chapters 8-10 in order to provide details and
expound the terms used in Tandu’s description of the karanas.
Clearly, matter which belonged to chapter 4 has been taken to
these later chapters. Any number of examples can be given. But
_for‘our purposes here, the two terms noted above should be
indicative enough. The sthana termed mandala is described
among other sthanas, which also figure in the description of the
karanas, at Natyasastra 10, 65-66." The svastika is described at
9, 186-187.12 :

Tandu’s sastra must have contained a description of just
those marrkas which were needed for his Tandava. Bharata has
many more. What is even more distinctive is the fact that
Bharata has appended a viniyoga — a karma, as Bharata calls it
— after every individual matrka that he describes. The karma
was of central importance for Bharata, for it tells of the use or
uses 10 which a movement could be put in the context of natya,
which was Bharata’s prime concermn. .

But it was also Bharata’s way of incorporating the pure form
of Tandava into his own abhinaya-oriented natya. For abhinaya
¢an make use of any bodily movement whatsoever towards some
representative end. It can impart a meaning to a movement or
gesture within a natya context even though the movement may
not have a meaning in itself. One way of giving a movement a
meaning can be through a convention by stipulating that a certain
movement will refer to such a thing. Another is through its

"' The mandala was also known as aindra, ‘related to Indra’ and is described
as follows: ’
aindre tu mandale paday catustalantarasthitawy
tryasrau paksasthitau caiva katijanii samau tathz
2 caturasrasthitau hastau harisapaksakrtau tathz
tiryaksthitou cabhimukhau JReyau talamukhzviti
taveva manibandhante svastikakrtisarhsthitan
svastikaviti vikhyatay ...

I\
i
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semblance to loka that is, meaningful gestures found in ordinary
behaviour.

“There is no gesture or position of the hand which cannot be
used meaningfully in the abhinaya of natya’, says Bharata.”
What he says of the hand is true of any gesture whatever.
Abhinava says this in a more discursive language in the
beginning of chapter 9, where speaking of the karma or viniyoga
of various gestures he comments that abhinaya can be
accomplished with gestures, in two distinct modes: the
lokadharmi and the n@tyadharmi. The lokadharmi are gestures
taken from loka, the actual behaviour of men. The natyadharmi
is stylised. It uses the gestures of nrtta in various ways to
enhance the evocative power of abhinaya. It can consist of the
use of karanas to create an atmosphere of grace and beauty
especially in situations of love. It can employ those nrtta
gestures, which being similar to gestures in actual use, are
suggestive of them, and it can even incorporate elements that
mean nothing by giving them a meaning through a convention
(natasamaya).**

At one place Bharata does make a distinction between
gestures of natya and of pure dance or Tandava. He does so in
speaking of the gestures of the hands where he has a scparate
section for 64 kinds of nreta-hastas: see Natyasastra, 9, verses
following 10. The names of these nrita-hastas were obviously
taken from Tandu who uses them in his description of the
karanas. For Bharata, however, these nrtta-hastas were to be
used in abhinaya. After naming them, Bharata says: “now listen

3 nasti kascidahastastu natye ‘riho ‘bhinayar prati
Natyasasira 9, 162.

“ gbhinayasya dvividhd itikartavyara lokadharmi natyadharmi ca ...
nityadharmasyapi dvidha - n&_tyopayogamﬁlabhﬁtakais’ikismpadanocimlaukika-
Sobhahetuh yath@i - avestiddicaturvidhakaranaripa. kacittvamsena lokamupajivati,
yath@-varnaturena hastena tatra vyavehitena loka upajivyate. loke hyanirde$yatasesarh
vastu nirdidiksuridriam tadrsamirthambhitamityavasare prayukiameva
caturaih. evam jonintikadau vacyam. nalasamayamatrarupt natyadharmi
samayasyakificitkarasya kalpane prayojan@bhavat.

Abhinava on Natyasastra 9, 1-3.
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to their description and their use (in theatre) — yathalaksaname-
tesam karmani ca nibodhata” (Natyasastra 9, 17). And t.his is
what he proceeds to do.

_ Despite the fact that Tandu’s karana-matrkas have become
mixed with extraneous material in Bharata’s repository of
gestures and positions, it is yet, I think, possible to sift and
segregate them on the basis of their names. Bharata has not
changed the names given to them by Tandu.

It is not our aim here to attempt such a sifting, though
anyone who desires to detach Tandu’s §zstra from its
Natyasastra context must undertake this exercise. But what
would be more interesting in getting to know Tandu as a sastri
would be to ask the question: how did he relate the karana
matrkas to the karanas ? Did he formulate any set of rules i)y
which matrkas could be combined to from the karanas ? We do
not know. But clearly a rule as simple as one he has for
co_mbining karanas into an angahdra would not have done in
this case. It does not work even in the case of angaharas if
'}“_ar_ldu’s purpose was to deduce only the 32 angaharas which
Siva danced from his set of 108 karanas. Indeed, it is difficult to
see how any set of general rules for putting the matrkas together
can be formulated which will yield just the needed 108 karanas,
no more and no less. ‘

The only rule, or rather principle, which Tandu does voice
is that every karana had at least two distinct sets of mazrkas:

(1) those consisting of hand movements and positibns and
(2) those consisting of the movements and positions of the feet
{or perhaps the lower position of the body as a whole); for he
d_eﬁnes karana as hastapadasamByogah.'s Further, in initiating
his description of the karanas, he says, before listing them, “T
shall describe how the hasta and the pada are to be formed in
them (that is, in the karanas) — etesameva vaksyami
hastapadavikalpanam” (Natyasastra 4, 34). But plainly this is
not enough, for if this were the only rule to be followed we will

" hastapadasamayogo nriyasya karanari bhaver,

Natyasastra 4, 30.
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have innumerably more than 108 karanas. o
Abhinava, indeed observes that since a karagm_ fs a
combination of a set of bodily movements, (gati} and positions
(sthiti), there is really speaking no limit to the nur‘nb:er of karanas
that can be formed. What Tandu wanted was to limit Fhe number
of such possible formations. It is for this reason, Abhinava ‘afjlds,
that Tandu has listed certain specific mov.erflents _aﬁd positions
for the ﬁurpose of karana-formation.'s Yf%t it is obvno_us that e\fez
the specific movements and positions which Tandu lists can hgw
rise to an infinity of combinations. Tandu dotas not seem t_o ave
devoted attention to building a system by w}flch the combmation
of the atomic karana - matrkas could be Iimltec_l to Ehe formatlin
of only a favoured set of figures. His Icarat_u'z-_mar_r{cas am:le?dho?l ii
at providing a list of movements and positions 1to whic
108 kararas could be conveniently brkaen down. ' :
In explaining Tandu’s s@stra Abhinava uses certain concep
which are not to be found in Tandu himself. Two such concepis
stand out: the concepts of yojana (See fn. ?’) and of vartana.
Abhinava obviously considered thes‘_a to be important cox;icepts
since they are central to his descriptions of the karanas. ve?r
karana, as we have seen, consisted of a number of mov;zn:fn_li
and éositions, the karana-matrkas. The karana was a whole bui

out of these smaller building-blocks. It was, obviously, not a

mere juxtaposition of these smaller movex‘nen_ts, but a graceiziltli
arrangement of them. This called for yO{ana, an appropr e
putting-together or ‘arranging’, and vartana a proper mcinfzerh

which to do this. (A parallel can be found for vartand in the
word barat of a raga, that is, the ‘right’ way of moving over the
notes in it). Both these terms clear.ly. have an.aesthetlc 11.1t‘ent.
Yojan@ and vartana aimed at associating the different pos1t'1ons
and movements of the different limbs — namely, the‘ varu;]us
matrkas of the upper and the lower parts of the body — n such a

¥ teng gatisthitisammilitam kara{mm.iryc‘manryarig yadyapi kg}:.a{;czzaorz
tathdipyangaharo-payogitvadetavadukiamiti s’lokasya_mrpatyam: A ) 11111 2 on
Naryasastra 4, 59-60. 4, 59-60, which occasions this observation; it has
transtated earlier byus:seefn 9.
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way that the whole had a smooth fit, with nothing hanging loose
or disjoined (sangatataya’trutitatvena vtitiyojane, as Abhinava
puts it; “vrti’ here is a synonym of vartana). Yet these were not
purely aesthetic terms. They aiso had a descriptive content.
Abhinava describes the yojana and vartanz for almost all the
108 karanas. He also speaks of the proper vartang for moving
into one karana from another, adding that these are matters
which the practising dance dcaryas are conversant with.!? They
appear indeed to be matters more intimately connected with
prayoga than sastra.

Yet yojana and vartanz seemed to have entered organised
§astric discourse, much before Abhinava, who was not
introducing these terms but usin g them in a manner that assumes
their currency in organised discourse. Thus he speaks of karana-
Yojanas as sixty four in number, ¥

The yojanas, evidently, formed a organised scheme. We do
not know how the scheme was articulated in discourse. But here,
certainly, was a possibility of formulating a system by which the
matrkas could be associated through a set of rules. There is no
way to tell if the possibility was actualised. From the post-Tandu

¥ Commenting on the first karana, the talapuspaputam, he says: yada tu
kara:;z&maramnnives’ananrammidariz karanam prayujyate tads tyakia-
vyatadiyahastapidapeksaya ﬁa’amvyakczm{mgatalzasfapﬁdﬁdyapek;ayé ca
Yathd vartanakramena Svayameva tyagopadane atrutitatayd va sampadyate
tathd kartavyamiryalar nridcaryagopita (ryopayogi} nd ' nena etacca
yath@vasaram darsayivi sarvar nir@payisyamakh,

Abhinava on Natyasastra 4, 60-62.

When this kerana is formed after the formation of
ransition between the Aasta and péda gestures of the
the present one is to be made through such a series of
rocess of giving up the earlier karana and taking up

the new one should be Spontaneous or smooth (svayamevg Wagopadine
arrutitatayd va sampadyare); but these zre practical matters more relevant for

dcaryas of dance and we need not go into them. In an

y case 1 shall speak of
them at the right place.” The reading nritiaciryagopita.. ., changed to

This may be translated: “
another karana, then the t
earlier karana to those of
variangs that the whole p

hritacd(ryopayogi) by Ramakrishna Kavi, suggests another meaning:... ‘but
these are matters which the dcaryas
into them...’

" See Abhinava on Natyasastra 4, 19-27.

wish to keep secret, and we need not £0
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texts on dance that we have, it is evider.lt that it was the notlfm cif
vartand that was given more attention than tha:c of y?anlf.
Kallinatha commenting on tl:lﬁ dénce section © ;e:
Sangitaratnakara, where vartana 1s an important conclz(ept g e
Kallinatha on Sangitaratnakara 7, 348-349) speaks ob "
earlier text ascribed to Kohala whcr.e: 24 vartanas ha_w;: hee

described. He quotes the entire secnop concerned with t eﬁe
vartands from this text. This text in 'fact stlz;tes thaijf tthc
24 vartan@s were described by Tandu hmﬂisgif. Twoho e
vartands are however, ascribed to @carva K.lrtldhara, who ma);
have been one of the first @caryas to have articulated the concep

a i Sastra. ‘

o Vg:’;;{:;at:: g?éw also as an art in _laFer times. Later t};?r;itz
speak of matrkds both of sthiti and gati, i.e. of bothdth,e stCh:me
and the cari kinds, which were not part of. Tf:ll'_l ;1 §s her Of
Clearly, the f@ndava was flexible not only within t e sy; ; n ot
karana and matrkas formulated by Tandu on the basis o : S: o
aﬁga.h?zras, but could also borrow and adopt new movem;;_n and
gestures without Josing its central character. The new st akas
:nd caris were called desi. The process of ever new <
formations is in principle an endless process. There is no r::lslt

why it should stop, though it seems to have done so at present.

) — e— & = - _&!a
B caturvimsatirityukta vartani bhattatanduna — the Kalanidhi of Kallina
on Sarigitaratnakara 7, 348-349.

CHAPTER - SEVEN

Improvisation in Indian Musjc*

When an Indian musician sin
“improvise”

particular modal form which is called a raga. In this elaboration his
“improvisation”

does not merely consist in the technical
development of a

quality of a raga, nor could it ever have the many-sided potentiality
inherent in the structure of a raga. In fact, varied “themes” with
many improvisations can be introduced in a raga, each one of them
with the intention of revealing different facets of the
Confusion will, indeed, arise if a rdga is equated with a th
A raga holds in itself elements that are fi
that are malleable; in jts elaboration neit
ignored. One of the mysteries of a fertile an
is that in it contraries are reconciled. Nothin
stated as rigidly fixed, and yet its arche
continue over the ages to be the source of inspiration and of
creative expression, remain inviolable. A raga, in its final
description, is, perhaps, such an archetypal musical form.!

The scale of a raga, its particular ascent and descent, the
significant notes and phrases which highlight its distinctive form,
the process of its unfoldment or elaboration are handed down to
a musician by his teacher. He also leamns the basic patterns and
the ways of attacking notes or phrases in a particular raga, the

raga.
eme.

xed as well as those
her of them can be
d unbroken tradition
g In it can be overtly
typal forms, which

* Written in Co-authorship with Shri Vivek Dutt.
' A raga is perhaps closer to an idea or a concept, and not an archetype, since
New rdgas can be created and old ragas can undergo crucial changes. For a

development of this thought or idea see my Sangit Evam Cintan (Hindi),
Prabhat Prakashan, New Deihi, 1994,

gs or plays he does not
» at least not in the sénse in which the word
“improvisation” is commonly used in Western musical
terminology. His aim is to build the structural character of a

“theme” which can neither contain the extensible -
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shades in which notes are effectively used and the%r characten;;m;
movements (calan). Normally he conforms to certain mmz or ezf
in which basic patterns
fixed formulas and to the sequence 1 i s ¢
i ther techniques of style
elaboration are used, as also to many other
and ornamentation. His education sharpens his awareness z.mdfl‘lle1
starts to evaluate effective phrases as wellt as rz:;rril:slgand
a tallised by his contemp
approaches to a raga crys / cont i
t. With this rigorous
by the great masters of the pas : . ni
chplergnented by a rich heritage, a classical inddizn ;n:;l;a;
i 1 i fter he has master e fo
egins his career. It is only a
1tzucged elements in a riga, that he feels confident to handle :hosestg:;t
i . The insight of a great master,
are flexible and spontaneous : 4 e
i laboration of a raga, ten
which adds new features to the el ! :
become an established rule for his pu;_nls anc_:l for many of }gz
contemporaries. This phenomenon gives -bl_rth_to- a ﬂf.pem i
school or gharana as it is called. A great musug;an blslm 'ﬁ:gsilg °
i ftsman who, while belongl
somewhat like a master cra : \ . e 10 8
iti i ording to his genius.
dition, simultaneously moulds it ace s |
;rst 10;15' imparts his peculiar sensitivity to the alreacgn Zx%:‘n;l'g
isi is
nts his own vision of them. i
patterns but also prese o s sreat
isi igi i d comprehensive enough,
vision be original, intense an _
musician can create radically new styles. Thl_S_ was the caise t:;
styles of singing called khyal, thumri, tappa, €ic., de\}? ﬁpﬂe
between the seventeenth and the nineteenth century, and whicl -
considered more brilliant than the older and rlilore- solemE :h::ilpleci
i i f what may
To obtain a clearer picture ol
“jmprovisation” in northern Indian Music, we shﬁlldtry ':;) sl:ee;c?ri
i i i ¢ of the methods adop
thoueh in their barest outlines, som . - ade
the glaboration of a rdga. In typical d.hrupa.d _smg}xlngl; ai(:;
example, where the rules are comparatively rltglt;ll, t el ¢
1 the establishment of the scale an
structural plan proceeds from : e one
aga i -thythmic development. :
mood of a raga in a slow non-r nic o T Jone
i 7pa. The entire structure of the rag
relude is called the alapa. it e 7
Eirtually established through the alapa. In. dhrupad smgmght-:léﬁ
alapa 1s ‘without words, utilizing conventional syllgble_s w 1f "
have no meaning. The alapa is followed by the singing o
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poetic text of a few words — usually four lines — in rhythmic
cycles of measured beats. dhrupad, properly speaking, is this
part, which is elaborated by means of various patterns
improvised upon the note structure in different tempos. This,
naturally, leaves ample scope for a musician to display his
virtuosity. The dhrupad is usually followed by a lighter
composition called dhamar built on 2 thythm of 14 time-units
(divided into 3+2+3+2+2+2). This provides the musician with
another occasion to display his virtuosity in rhythmic forms. The
unfoldment, in all the three stages, moves from the severe to the
joyful, from sheerness to richness and from a slow to a gradually
increasing tempo.

The alapa begins with a sober movement revealing the
elemental form (ripa) and establishing the basic mood (rasa) of
a raga? It is first treated with a few essential notes around the
middle tonic (the madhyama sa) unless the structure of the rdga,
for example Bahar, Sohini or Deshkar, demands a different
treatment. The musician then develops the alapa in the lower
octave which brings out the more solemn aspects of the raga.
With each step a new facet of the raga emerges, opening up new
possibilities of expression and nuance. Seizing upon these
possibilities, the musician freely plays with them, yet without
ever disfiguring either the process of unfoldment or the basic
form of a raga. The logic of unfoldment leads him to the next
higher note or step in a raga till the musician reaches the higher
tonic (tara sa). This marks the completion of one stage which
according to some schools is termed the alapa of the basic

development. Next he, or she, explores the inherent possibilities
of the higher octave. This is the alapa in the second
development. After he has established the widest possible uses of
the notes (svaras) in the three octaves he then begins to play with
the structure as a whole. All this takes place without definite

*For a critical discussion of the cogency of the concept of rasa to music, see
my Hindi article in volume two, entitled, *Safigita aur Rasa-siddhanta: ek
Samasya.” The article is also included in Bharatiya Kalg-drsti, ed.

-Sachhidanand Vatsyayan, Prabhat Prakashan, Delhi, 1985.
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rhythm patterns, in a free and flowing tempo unc%er_goilllg a :i:ﬁie
ion. The rhythm becomes distinctly m s
and gradual acceleration Ay mankee.
3 a tterned cycle of beats,
ing the form of a tala, or a pa .
?}Sliur:nfildment reaches a climax encompassing al\lN;l;
iddle and the high octaves.
movements of the low, the mt 1 hen
ici has brought the raga to an apex,
the musician feels that he it ¢ 0 an apex, e
1 ingi teristic phrase in slow temp
ds it usually by singing a charac oTist lo
:Irlnding on the middle tonic, thus bringing back the rdga to the
i had started.
from where its unfoldment o
Plac’i‘hi:o alapa is followed by the dhrupacf'. a.;)h;:p.adb;ss ii
d in four distinct musical parts: a
composed song develope ; ) .
773 the higher octave (an ,
sthayi), a development : it !
i(ifrgai} ]lllagvement (saficart) and the final section (a.bhoge:t)h
There have been many celebrated dhrupad compo;c;;sair;i ;:i; "
i itions are sti ,
ja: among the earliest whose compo.s1
Sn?z;:zh Wi%h changes and modifications made by numj;rmjz
later generations, is Nayak Baijud((?. l4thstt:;;tit:rej_,fpijtko 1.n)e "
iti 1 it is called, 15 an ae
omposition or bandish as it s calleg, it
: rﬁﬁa, with all its salient features as captured by the Iisixzt;lfaz;
master musician. It is set to a particular rhythm—s_tr;:c u;- e
and is first rendered in its basic tempo (la)fa) \:’hlc usfir(l;i;(n g
from musician to mi .
from one school to another or ] i
rglé of tala in a bandish is equally 1mportaltlit., ff}r i. raf:;iz;lzsz‘i‘
ific 1@ ires the distinct m
the formn of a specific fala, acquires . s of
:gat tale, which affect the mood and the comple_xmn of thedm:ga
This obviously is the reason why no 01;;:( 3\;::1' thutlhks ﬁf, ;c;l d{;dm:i
i Aga like Malakosha in the
comparatively serene raga like :
?hythnli (3+3), though theoretically speaking such a feat would

be impossible.? . _
" Tl;:: divclopment of the melodic form and of the rhythmic

i in its
variations begins after the bandish has been rencllere:tum. :
basic tempo. With the basic tempo as the backgroun ; ;1 entmzthne
to it from time to time after an important new mov .

? See, however, the essay in this collection entitled, *Transformation As
Creation,” pp. 33-34,
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artist now takes the liberty of creating new patterns in rhythm

and new melodic variation. Only through this freedom can he
reveal different shapes and undertones of feelings latent in the
mood of a raga.

This, in brief, is the usual plan of elaboration of 2 raga in the

dhrupad style, yet is not compulsory. The “step-like” plan of
elaboration, though considered to be a more elegant and
complete way of unfoldment, is by no means a binding rule.
Many artists, especially in the khyal style, follow a different
plan. Bade Ghulam Ali, for example, often chooses to sketch out
a raga,’ first in its broad outlines with a few grouped and well

measured melodic figures. The details, the colours, the

improvised elaborations are filled in gradually. There are certain

ragas, such as Bahar, Deshi Todi, Kamod, Paraj, Vasanta, etc.,

where to create the individual form and flavour of the raga this
more condensed treatment is far more necessary. The plan in
such cases has only two phases: the development in the sthayi
and that in the antard. All the other elements are absorbed and
integrated within these two.

Thus we see that 2 North Indian musician while rendering a
raga constructs or builds it. Such a construction necessarily
involves techniques of which we could only indicate the barest
outlire. A musician sets himself a general plan and follows it,
yet at each step he puts in his own creative interpretation in
formulating, enriching and giving meaning to the patterns he
employs. An artist, though confined to adhere to the accepted
forms of ragas, is still free to exercise his creative insight and
Imagination, improvising — if this can be called improvisation
— at every step of the elaboration. It was once pointedly
expressed by a traditional musician that an artist’s individual
imagination and the rigid laws to which he has to conform are

like the two wheels of a chariot, both of them being equally
indispensable for its movement.

*Bade Ghulam Ali was alive when this essay was written {in the mid sixties).
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CHAPTER - EIGHT

Bharata and the Fine Art of
Mixing Structures

Bharata, with whose work I shall be conhcemed in the. presen:
paper, is the purported author of the Natyasastra, an alﬁ:xgnt tex
on dramatics. I speak of him as “the p*flrported author ecause
modern scholarship doubts his authorship of the te;ct. It_questl;ons
whether this huge tome of about 6000 verses was wittten dyta
single author. What I have to say about thf text may t_:r;:r'cl1 do
favour the traditional belief that the y‘q@asastra does, indeed,
have a single author. Tradition cali‘s this author, Bharat'a. e

My purpose here is not to discuss the authorship o e
Natyasastra, though my discussion may be seen to. have a .:cto
ber;u-ing on the question. What I propose to do in this paper liave
study the Natyasastra in the light of the threi cgncepts wi y
decided to reflect upon,’ namely, “systt?m . -structure ,ban
“discourse.” A significant way of doing this, I _thmk, vyould ¢ 1o
try and understand Bharata’s enterprise as an interesting answer
to two related questions. One, “What happens to stru;:;ures
which are parts of different, distinct wholes — we cou sz
systems -— when these structures are amalgimated to fonnlq;n °
another whole or system 77 And secondly., How to form-u ate
Sdstra, that is a theoretical scheme of d1sc01%rse, for this new
resultant whole, given a context where the different stru;t&uss
transposed into this new whole are already‘ formul:t,eT ;:SZ
systems with well-defined s‘asrras‘of then: own -.11 [lese
somewhat long-winded, obscure-sounding questions will, h fp 2
become clear as I proceed to discuss the answers ‘to them tha we
can deduce from Bharata: as we begin to discern, thz.lt is,
Bharata’s formal and conceptual moves towards formulating a

! The essay began as a paper written for a sn?minar devoted to these three
concepts. It was subsequently enlarged and modified.
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Sastra conceming natya or theatre, and the framework of ideas
and forms within which he makes his moves,

Let me begin with rasa — with which all aesthetics in India
ends. We have become used to thinking of rasa as a master
concept which demarcates the field of all aesthetic experience
and discourse. This was a later understanding of rasa, which
though founded on Bharata, who was the first man to use the
term for aesthetic discourse? differed markedly from his use of
the notion. Rasa for Bharata, was not a conceptual tool for
demarcating and discoursing about aesthetics as a sphere of
experience distinct from others. This was a move made a
thousand years after him by Anandavardhana and especially
Abhinavagupta. For Bharata, rasq was a principle through which
different, discrete fields of aesthetic activity, each with its own
Separate canons, goals and conceptual schemes of discourse,
could be combined into a single cornposite, unified whole. Rasa,
moreover, was not one but many — Bharata always speaks of
rasas, in the plural — meaning that different fields could be
differently combined to form different wholes with distinct
flavours, that s, distinct rasas. A rasa was what made a whole

hang together as a composite body combining disparate parts,
and this couid be successfully done in more than one way, hence
the many rasas.

The task Bharata set himself was unusual. The modern
analogy that comes to my mind is to think of his task as an

* The Natyasastra speaks of rasas in terms that seem to indicate that the idea
of rasa and of the varioys distinct rasas was an already established one. See
Natyasastra (henceforth also sometimes referred to as N.S.) 6, 15-16: alt our
teferences to the N.S. will be to the Gaekwad Oriental Series, Baroda, edition
of the text with the only extant commentary on it, the Abhinavabharati of
Abhinavagupta, The rasas, this passage says, were taught by Druhine. This
could be the name of a pre-Bharata dcarya, but is in some likelihood used as a
synonym for ‘Brahm#’, the ¢reator, who is also the creator of natya. The name
Druhina is used for Brahma in the N -S. more than once: see, for example, N.S.
1,81-82 and 1, 127.

Yet, even though Bharata may have inherited the idea of rasq from
bredscessors, all later thinkers consider bim the first Zearya in this matter,
taking his formulations as the basis for their own theorising.

e
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endeavour ta discourse on the film as an art. Moa:.t of us wc;uld
grant that the film is a distinct art-form. Yet-, it is ob\'noulsf yba
composite art. It has carved a separate r.uche _for itsel GIZ
combining different arts, skills afld. techniques into a S:)l?:es
separate whole. And, importantly, it is a new art th:at combi :
arts and skills, such as music, literature_, acting, whu';h not 0113;
constitute independent arts with estabh.shed aE?SthBtlc ﬂc?ld§ ot
their own, but they are also arts w1t¥1 their own dzsthtmr.:
frameworks of consciously articulated .dlscourse and aes eftlc
canons. The film, for these reasons, provides a better analogy for
understanding Bharata’s task than does drama. We h.ave ;:)ecome
used to taking the script of the drama for the drama 1Fsel ,las :}‘1{:
constantly do, for example, in the class-room. Aristot e,arﬂ
prime gurn of western aesthetics may be regarded_ as lpmen);
responsible for this. He considered the plot as the main ?e ent
of a drama. The various aspects of perfo;rr}ance w;re, 01't o
dispensable.® The plot can be e_xpressed in a scrlplt% no e
performance. For Bharata natya without prayoga — pe ‘ orman
— would have been k@vya or literature, not drama. jTh1_s, for .ui,
is true of the film, which we hardly ever confuse with its scntp(i
Furthermore, Bharata was writing of theatre as a new art,b(ire?.se
by combining already existing art such as the film palpad. yt iln.ct
For anyone who might want to construct a dis

framework of concepts for discoursiJTg on film, botl} its neb\;?ness
and its palpable composite quality, will prt::sent special pJ;;)h e:tlz:
and he can, I think, benefit from Bharata’s model. For dalr
too, was talking of a composite art, newly created, and in a

3 Although Aristotle speaks of six distinct c_onstitu'ents of tragic I::lramat ;:}Itckt
character, diction, thought, spectacle and song - he Blcks out one efertnened e
central ;:Iement, plot. And so he could say: “the power o fja%;ﬁoi e
independent both of performance and of actors,fan: besides, tl'.;‘!e rgarg :;lhan of

i the province of the property-
spectacular effects is more e oaks, 1965, .
ight” Poetry, tr. T.S. Dorsch in gui ,
playwright”. (On the Art of : Penguin Books, 1365, p.
i drama- chiefly as a playwrigh )

41). Indeed, Aristotle treats c ! e thout the help of action,

rt: “tragedy fulfils its own special t:unctmn' even _ action,
3? just ingthey same way as epie, for its quality can be seen fro_m reading it
(ibid, p. 74).
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context where the different arts that his natya combined were
sophisticated arts in their own right, accorded independent
aesthetic status and formulated through independent analytical
frameworks. This posed for Bharata a special set of problems
and gave a special texture to his conceptual framework suited to
a truly new and composite art,

Rasa, we have seen, was for Bharata the principle through
which different arts could be successfully combined into a single
whole. Another comparison with Aristotle might throw more
light on the nature of rasqg and its aesthetic intent. Like Bharata,
Aristotle’s major concern in his Poeties is with drama. Aristotle
also talks of drama, mainly tragedy, as a composite art, speaking
of the different media it combines. Mark, further, the paralle] in
Aristotle’s concept of “mimesis” - imitation - and Bharata’s
concept of “anukarana” which may also be translated as
“imitation.” But Aristotle has nothing parallel to rasa. The

reason is that for Aristotle all art, and not just drama, is imitation
— imitation of human action, Thus, though drama is composite,
it is composed of similar entities, all aiming at imitation. This is
also the reason why Aristotle could pick one of the elements —
the plot in the case of drama — as the most characteristic, the
most “essential” part of drama. For Bharata, however, not all art
was anukarana. The most prestigious forms of dance and music
that he had inherited, structures from which he transposed into
his theatre, were acknowledgedly non-representational arts; they
did not aim at anukarana of lokasvabhava (the human
condition). The problem for Bharata rather was, how were
different arts, which do not share the goal of anukarana with
drama, to be so associated with it as to become an integral part of
it — to become uparafijaka (aesthetic aid) to it, to use
Abhinavagupta’s expressive term. Rasa was the principle for
constructing and judging the ‘rightness” of such associations.
Consider the metaphor Bharata uses for explicating the
notion of rasa. “How Can one suitably illustrate the concept of
rasa through an example 77, he asks. And then answers: “rasqg
should be compared to drinks like sadava (literally, “a mixture
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of six™) produced by combining guda with different vyafijanas
and spices.” Rasa for Bharata was clearly an art of making a
good mixture, a smooth cocktail, mixing different drinks — as
the word vyafijana, translated by Abhinavagupta as “liquid,”
clearly suggests. In his gloss on the word s@dava, Abhinava
points out that its flavour is quite distinct from the flavours it
combines, madhura (sweet), tikta (sharp), amla (sour), lavana
(salt), katu (bitter) and kasa@ya (astringent), taken singly or in a
mechanical mixture.* '

Bharata repeatedly speaks of the mixed character of nazya. The
very first chapter contains the following statement: “There is no
field of knowledge, no craft, no art, no application, no activity which
is not to be seen in natya.”™ He voices the same idea towards the end
of his work, just before he begins to speak of music and the
forms it takes in theatre. He speaks here of natya as vividhasraya,
“that which depends on many.” The whole verse where this phrase
occurs is pertinent to his notion of theatre as a composite art. He
says: “Song, instrumental playing and natya which is

4 ko drst@ntah. atréha — yath@ hi nanavyafjanausadhidravyasamyoga-

drasanispattibh. yatha hi — gudadibhirdravyairvyaiijanairausadhibhisea
sddavadaye ras& nirvartyante tatha nanabhavopagata api sthayino bhiivd
rasatvamapnuvantiti ; N.S. 6, prose passage following verse 31. Abhinava
commenting on the word ‘s@dava’, remarks, “sadavadaya iti lokapra-
siddhebhyah parasparaviviktebhyo madhuratiki@mlalavanakatuka-sdyebhyo
misrebhyasca vilaksanah sadavasabdavacyah”.
In this passage Bharata speaks of rasa as an admixture of bhfvas alone, but
ratya was 2 much more varied mixture, a combination of different objects not
only of the same kind but of different categories altogether. In a lTater passage,
as we shall see, Bharata uses the metaphor of an aldta-cakra (z firebrand) to
speak of na@zya as a combination of objects very different in nature. The present
metaphor can also serve the same purpose, perhaps more aptly.

3 na tajjfignam na tacchilpam na sa vidy@ na sa kal@/

nasau yogo na tatkarma natyesmin yanna dréyatel/
N.S. 1, 116. We translate ‘yoga’ as ‘application’, following Abhinava who
cogently explains ‘yoga’ in this passage as ‘yofani’, that is, ‘application’. The
various skills and k¥nowledges, he adds, are to be applied in n@tva in various
combinations. The combination can be simple, as of different things from the
same field (of bhavas, for example: see footnote above) or complex, that is of
different things from distinct fields of activity and knowledge: “yvogo yojanam
tesameva jianadingm kalantanam svabhedairan-yonyasvabhedail”.

"Abhinava in commenting that narye in
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vividhdsraya should be rendered like an alata-cakra {(a flamin
torch so _rotated as to appear like an unbroken circle of fire).”s ®
_ _Atif}1nava again has an mteresting gloss. “To cail nét a
w_vzdhfzsmyc_z — depending on many — he says, is to say t.ifat
nalya 1s a mixture of many distinct activities so distinct that the
need to be apprehended through different sense-organs.’ Thesz
ha_ve to be carefully combined into a single whole so tha;1t to the
mind of the. audience they appear as one single object. The flame
of a torch n an alata-cakra does not simultaneously appear at
dlfferent‘ points of space: skill alone makes it appear so through
the achievement of an equilibrium. Similarly a theatr%c
fle(:'r{lc;rr?lance consists of different activities that have to be
(ngy;péa:;;}?fht together into a single equilibrium
B_h:flrata} Was aware that the different activities he was
cc?mblm_ng' nto a single alata-cakra was each a world in itself
with a distinct universe of discourse. Ie begins talking about the
natya proper in the sixth chapter of the Natyasastra. Earlier
chapters were introductory, both to the idea of the nEzya. and the

s L o
evfm ganarh ca vqc?yam ca ndtyan ca vividhasrayam/
. a[aracakrapr:a{z_mwn kartavyam nagyayokirbhip// N.S. 28, 7.
a;;czxﬂtte usef ct)lfl' “né a’ as distinct from ‘gana’ and “vadya implies that in the
re of things that produced nanw, sone and i 1
with: there could be nditya without th S orists, 6 AblyogsTosed
i em. Some theorists, as Abhj i
’ : £ N inava points
f;lrtl;lggd w?fh ;hf: strength of this passage opined that natya could be f’)i?ably
praoszi, ut sgnagd:m.:l da)nc:_t: ‘anye tu manyante — gitatodyavikinadopi
prayoga lgas O)Iz:iri;zlan‘ ; i dasariipakiid bhavati siddhirityanena sicitam.” This
: ¢ Interpretation. Yet Bharata gave great im ,
reasonz 0 portance to somn,
and music in his scheme, ireating them at an extensive length. This justifie§
bh : Bharata's scheme remains incompl
;»:ru:;ut soixf_ an_d music _ “téivat hvaparipirnara naryasya paripﬂmmg ?:z:
nUgranl ngtyasvarapamabhidhitsitarh muneh” (on the N.S. p
quoted above), : ) o passee
7 A A
dyarﬁc;srfadv"zkw{hasraym_n bfazmendriyagr&hyavividhakriy&rﬁpam tasma-
nenasyaikaiftaisampadya yenaikabuddhivisayars samaiikasva h
Abhinava on N.S. 28, 7. ' T saccher

alazateiahkafw na }u vas. i ay
futo yu (] adalzekad a.saﬂ'lbandhl ta hav atrienda
. K y 8 LAY g

Abhinava on N.S. 28, 7.
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actual natya, which began with a rituzfl-li”ke p&rvc_zmc;lzg_a
(literally, “that which precedes_ the staging ),-dcscrﬂ;‘e nnl;
chapters four and five. With the sixth chapter l?egxns the fo ol
sastra of ithe natya. A sastra formally began with a catz{logug ﬁ
the major concepts and categories that together described an
articulated the field to be surveyed. Such a catalogue, 3
conceptual itinerary of what was to follow, was 3ften term}e
‘uddesa’. Bharata calls it sangraha — “a collection. It}trodugmg
the sangraha, he says: “It is difﬁcu_lt to say every thing lald ou;
ndtya in its entirety. Why 7 Because it ’con51sts (_Jf mafy fie Es W)
kn.owledge (jaiana) and an infinite varety of .Skl-HS (szlpg). ulvctn
a single field of knowledge is like an ocean in itself, difficult (;
cover in all its essentials (arthatattvatah), what to speak of many.”
Not only was Bharata aware of different “oceans of‘knowledgie,l
to use his own phrase, he was also aware of their theo_retlcaf
formulations. He deals at various lengths with a fgreat vaflety o
subjects all of which were togethcr. needed to build ul:;1 natya. .
He begins with architecture, in the sense that. t ie sec;oth
chapter of the Natyas@stra contains an ex_pert description o tio;
natya-grha, the theatre-hall. I have called it an expert descrip
because it is couched in technical language and shows :dwarenes;i
of architecture as a sastra, an organised scheme ?f dlscfourse.d
He describes a number of possible structures of various sizes ;m :
shapes, recommending those with the best -acoustlcs and the bes
view of the stage for all viewers." More integral to the theatre

® na sakyemasya nédtyasya gantumantam kathaficana/
kasmadbahurvajjfianinam Silpanam vﬁpyananzlc;tab//
. g e 2 hi
ekasyipi na vai Sakyastvanto jAznarnavasy
i i JRandnama terhlf
ganium kim punaranyesdm ji rthatattva o 6 61
" Thus Bharata speaks of ‘three different out-lays fqr tl":e'theitre l;a}}:
conceived in accordance with the Sastra’: frividhah sannivesasca sastra a_f
parikalpitah. Sastra here obviously refers. to v&stusas_rra, 1:he,1 :‘:;:len;:fe ﬂc:e
architectore. His entire treatment of the subject shows his knowledge
science. B )
W preksagrh@ndim sarvestmn rasmanmadhyamarfn?;are/“//
avatpdthyars F Sravyataram bhave,
yavatpithyam ca geyarh ca tatra §ravy ‘ -

T

BHARATA AND THE FINE ART OF MIXING STRUCTURES / 99

itself was the division of the stage-space into separate sections,
known as the kaksya-vibhaga (described in chapter 13). Natya
for Bharata was a representation of triloka: all three worlds, of
gods, men and demons. The kaksya-vibhaga divisions
symbolically transformed the stage into the cosmos, alloting
Separate space to separate lokas; and since it was the world of
men that was to be mostly represented, the kaksya-vibhaga
divided the stage into different geographic categories such as the
city, the village, the forest, the mountain, the river and the like.
More interesting for My purpose, however, are the transfor-
mations that were needed to make the arts of performance, music,
dance and the arts of language, — speech, poetry, narrative, —
integral to natya and how these transformations have been
conceptualised. Let me take up three of these to illustrate three
different ways in which Bharata orchestrates the given material into
forming the natya and the conceptual tools he uses for the purpose.
I will begin with what Bharata calls the pathya. Pathya may be
translated as “dramatic speech.” Bharata includes it in his sangraha
list as an essential element and concept in theatre,'? which it
obviously is. The literal meaning of pathya is “that which is to be

"2 Bharata's sanigraha is contained in the following

karika: rasa bhava fyabhinayah dharmi vritipravrttayah/

siddhih svarastath@todyari ganarm rangasca sarigrahah//
N.S. 6, 10.
Pathya is not named here but indicated by the term svara. Earlier, in chapter
onc, Bharata names parhya as an essential element in naryg : Jagraha
pathyamrgvedar. (N.S. 1, 7). Later in chapter 17, where the matter is taken up
for detailed description, it is indeed, described under péthya. This makes the
use of another term for it in the sangraha puzzling and incongruous, a serious
fault in a $@stric treatise. Such faults in the Natyasastra are not uncommon, —
the Naryasdstra was not only a $@stra but also a canon and Abhinava who tries
to justify them in many cases sometimes gives up exasperatingly. In this case
the use of svara for pathya in the sargraha though not justified and even
confusing ~ for svarg would more naturally point at music rather than speech-

ra distinguished ordinary pathya from dramatic

» central to understanding pathya as dramatic speech,
bringing in svara, as Abhinava points out: ihg

kakusu svars eva vastuiak upakarinah (Abhinava on NS, 17, prose passage
following verse 102 a).
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gandharva into gana or dhruvi - terms in the Natyasastra for
theatrical songs — Bharata, in a manner of speaking, stands it on
its head, that is, inverts it. Gandharva was defined as: svara-
tala-padatmakam- “consisting of patterns of svara, associated
with fala and sung to padas, words.” Pada was, in this group, a
partner only in name. It could be dispensed with, as in the
instrumental playing of gandharva or become a string of
nonsense syllables — such as jhantum, dingle, titijhala,
kucajhala, parallel to the modern nom-tom.'¢ Even meaningful
words, were in gandharva, mere pegs to hang the music on.
Gandharva was, obviously, analogous to modern dhrupad or
khyal. Tt could not be used in n@tya as such. Imagine a Hindi film
hero singing a love song to his beloved in dhrupad. Bharata’s
theatre did, indeed, use song in ways that the Hindi film uses
them. The genealogy of Hindi films, in fact, goes back to Bharata
in more ways than this. However, to return to gandharva, it was
used in narya through dhruvd, Bharata’s name for natya-songs.
Dhruva transmuted gandharva totally, in spirit and form.

This could only be done by letting svara and fala be dominated
by pada, that is, the sung text. This, in fact, is how Bharata defines
dhruva: “A dhruva,” he says, “should be so composed that its music
has an affinity with the meaning (of the sung text); it should be able
to project the meaning”.'” In dhruvd, as opposed to gandharva,
svara and fala were at the service of pada, they were there to lend
the power of melody and rhythm to the sentiments expressed in the
sung text. To change the independent spirit of gandharva in this
manner, and make it an uparafijaka of natya, called for basic
structural changes in gandharva; it called for an entirely different
approach to form. Bharata has a fairly long section on how

16 Bharata notes the following “words’ for gandharva with the remark that
they were sung by Brahma himself:

tanyaksarani vaksye yani purd brahmagitani /

Jjhanturh jagatiya diginigi fhanpum prathame layantare capi/

titijhala kucajhala madhye titikucavrddharh bhavejjvesthe //

) . N.S. 31, 104.
7 yasmadarthanuripd hi dhruva karyarthadarSika/
N.S. 29, 29.
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gancharva forms are to be converted to dhruva.”® He gives us
certain rules to be followed. T will speak of the more important ones
that reveal his approach. There were, to begin with, two important
negative rules: one, varna-prakarsa was to be avoided in dhruva.
two, certain alarkaras were not be used.” Let me explain: varna-
prakarsa means, “stretching a syllable inordinately.” This is
common enough in dhrupad and khyal and was evidently, common
in gandharva, 100. It is a typically music-oriented approach to a sung
text. In singing a word, say “rama”, the singer will often start
weaving a melodic pattetn on the vowel “z,” thus stretching it,
prologing its duration to an incordinate extent before coming to
“ma” — the dominant impression on the listener’s ears, resultingly, is
that of a musical movement and not of the word “rama”. If this
process is repeated on many syllables of longer passages, such as, to
ta.ke a random example, “ban calat rama raghurdi” (“Rama, the
king of the dynasty of Raghu, goes to the forest”), the musical
content will tend to overpower the linguistic purport totally. This is
not usually to be desired in songs which are embedded within a
dramatic action, whose main intent is to convey evocative meanings.
Another thing that could “distort” a syllable was the use of
certain kinds of melodic figures — alankaras. Bharata names those
alankaras which were not to be used in dhruva, or at least, not to be
used with their full force.” Besides these negative rules — they were
clearly more like rules of the thumb — Bharata also hints at certain
positive ones. One such was that gandharva svara-forms {which
were strict, inflexible, hieratic forms known as Jatis) were to be used
only through their more popular, more flexible derivatives (such as

B NS, 32, 1-46.
w saptardpagatd jiyeya alankara budhaistvime /
na:te. (sarve} dhruvasvigrah Sruti (Srotr) varaprakarsenzt//
na hi varaprakarsastu dhruvanam siddhirisyate/ )
o N.S. 29, 26-27.
The ‘readmgs in brackets are suggested by the editor, apparently, on the basis of
Abhinava’s comments.
D syeno vc‘zpyat.hava bindurye canye’ti (tu) prakarsinah/
te dhruvanmh prayogesu na karya svapramanatahs/
N.S. 29, 27-28.
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the grama-rdgas, to which are own ragas are historically refated).
Another was that gandharva-talas which were as strict and
inflexible, and as purely “musical” as the gandharva svara-forms,
were to be so moulded for the purposes of dhruva, that the contours
of tala were to follow the chanda — the metre — of a sung poem.”!
All the mles, in fact, boiled down to a single principle: to get the
right tune to suit the song in the given context; or in other words, to
use the phrase Bharata himself uses in many contexts about different
arts, to compose “yatha-rasa”, as the rasa dictates.”® To make
music, in Abhinava’s words, uparafijaka to the theatrical whole.

In dhruvi or gana we have a small composite unit where two
different arts, in this case poetry and music, become fused into one,
in order to form what might be called a sub-system within the

totality of nitya. I call dhruva a sub-system because it was geared

towards a larger totality. All fusions of music and poetry where both
these arts yet retain their individuatity (unlike gandharva or khyal or
dhrupad) as in certain ghazal forms (here Begum Akhtar comes to
my mind) or the great Vaisnava padavali kirtan of Bengal-are not
sub-systems but wholes in their own right. A_bhinava, indeed,
remarks that a dhruv was not quite satisfactory outside the natya.>

2 The sala-stuctire of gandharva was based on an extraordinarily large time
unit. Its forms had, besides, little in common with metres of popular verses,
which were sung as dhruvds. Thus both the gandharva tEla-measTIre and its
tala-structure had to be modified and moulded to current metrics for the
purpose of dhruva:

yanyangani kaldfcaiva gitakantaragarani tw/

tani chandogatairvritairvibhavyante dhruvasvatha// N.S. 29, 14.
2 He says this about dhruva, for example:

tathz rasakyt@ nityam dhruvah prakaranasritaly

naksatraniva gaganar natyamudyotayanii 1ah // N.8. 32, 43.0.

Meanifxg : “Dhruvas designed according to rasa in dramas and depending upon
them, make them resplendent like the stars make the sky”. See aiso N.S. 32,
427; N.S. 34, 65, which says sbout vadya:. N

rasasatvabhiava (bhavesatva) yogan (gan) drstvablrnayarm ga.tipmcﬁra.-ﬂica. /
vadyar nityari karyam yathgkramari (yatharh) vadya (vrtta } yogajhiaihll

B na hi natyadbahirlayabhanga (hgya)pi dhruvaganam giyamﬁnasukhmm:z—’

tpadayati Abhinava on N.S. 33, 1. The printed edition ha% ‘giya@amu%m
instead of ‘giyamanm sukham’, a meaningless reading which we h'ave
amended. Abhiriava says: “Outside the context of drama a dhruvd song gives
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A contemporary example may bring the point home better. Take a
Hindi film song. We may like it on its own, but if we watch it on the
T.V. with the film-scene into which it was woven we do feel that
something is “added” to it, making it richer. Hence the popularity of
T.V. programmes such as Cizrahzira. A good Begum Akhtar ghazal,
however, forms a fused whole in itself, not needing anything more
to enrich or “complete” it.

Dance was another important ingredient in natya. It was so in
the form of nrita, an ancient well-schematised art, similar in this
respect to gandharva, Also like gandharva, it was a formal, non-
representational art. It presented the same problem to Bharata: How
was it to be made integral to naitya which, unlike it, was anukarana-
oriented 7 Indeed, in the case of nrtta, Bharata is more articulately
aware of this basic aesthetic problem. We find him expressing the
problem at the end of a charming Tittle story, a myth, related at the
beginning of the fourth chapter. Bharata having created a specific
natya, a samavakara called Amrtamanthana, showed it to the gods
and demons who enjoyed it greatly (partly because it was an
enactment of a great deed of their own doing). Satisfied, Brahma
proposed that a natya should now be shown to Siva, the great critic.
So Brahma, Bharata and his troup, all went to the beautiful
Himalayas where Siva has his home. A dima, another form of natya,
called Tripuradaha (with a story from Siva’s own deeds) was
presented before him. Siva was pleased. But he made a suggestion.
He said that he had created a dance which should be incorporated
into narya as part of its prologue called piirvarariga where it could
be associated with gitaka-songs.2* This would, e adds, lend colour

no pleasure even through sung in style”. He compares it to a spoilt child (/alig) away
from the company of his doting kin and elders about whom no one is any
longer bothered when the parents are not there: so’yamatra lalita iva
gurusanghasevivaikalyadanusandhivarjastathiipi na smaryate. Dhruva then
appeals only to immature minds (sukum@ra-mati): sukum@ramatimeva hi prati
priya idam pravrar, Abhinava on N.S. 33, 1.
* mayapidarh smrtai nytyari sandhyakalesu nrtyata/
nandkarapasaryuktairangahrairvibhasitaml
pirvarangavidhavasmimstvaya samyakprayojyatam /
N.S. 4, 13-14
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to the proceedings and the meanings of the songs, too, could thus be
represented through abhinaya gestire and mime. He then asks his
disciple Tandu to describe this dance and teach it to Bharata. A long
manual on this dance, termed nrfra and also fandava (since it was
taught by Tandu), follows — Chapter 4, verses 19 to 260. At the_end
of the description, from which it is clear that what is being described
is a pure, non-representational art form, the rsis to whom Bharata
was relating his s@stra, put to him these questions: “Abhinaya was
created by the wise so that meanings may be grasped; why was the
nrtta created 7 what condition does it depend upon ? For it has no
connection with the meaning of a gitaka-song nor does it evoke or
represent (bhavayati) any meaning whatsoever.”lﬁ"[he-_r._sis were
quick to discern that abhinaya and nrtta were quite dl_fft?rent in
intent and this for two reasons. Firstly, abhinaya was intimately
connected with meanings, that is, textual meanings of a song (.or a
script) which it conveyed or rendered through gestures and mime;
nrita had no such connections with any text, it created an
ir.idependent aesthetic woild through body-movements anc_l g_esf:ures.
Secondly, abhinaya, like natya itself, was an anukarana, it imitated
lokasvabhiva, the human condition; it depended on this anukarana,
for without anukarana there could be no such category as abhinaya.
What condition, what svabhiva, the rsis ask, does nrita dcpenfi
upon 7 The implication is clear: nr#ta creates its own “condition,” it
does not depend upon any other. ‘

The rsis had asked these questions in the context of the
purvamﬁ:g;a where the aim of the performance was ritualistic, not
anukarana- oriented. The forms employed were gandharva and
nrita, N;Tta, as the story we have related earlier suggests, was
introduced later: Siva asked Bharata to add it to the purvaranga.

® vardhamanakayogesu gitesvasaritesy ca //
mahagitesu caivarthansamyagevabhinesyasi/
’ - N.S. 4, 15.
® rsaya Gcuh: yada praptyarthomarthingr tajjiairabhinayah krtah /
kasmannrttarh krtam hyetatkart svabhavamapeksate/ P
itaka i a a bhavakam
na gitakarthasambaddhari na capyarthasy e 4, 261262
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The rsis failed to see the logic of this addition, How was nrtta,
an art as independent and non-representational as gandharva to
be associated integrally with gandharva ? Bharata really gives no
answer to this question, Abhinava denies any integral relation.
He speaks of the association of these two independent arts
through an interesting metaphor: They are, he says, like two
kings who happen to march together, with their independent
armies towards a common enemy.?

Nrita, then could not even be fused with gandharva, another
purely formal art like itself. How was it, then, to be orchestrated
nto nédtya ? In order to understand how nrtta became natya-
samagri, a part of the dramatic whole, it would, I think, be
helpful to become acquainted with Bharata’s concept of the
natya-dharmi Natya was an anukarana of the world, ‘especially,
the human condition, fokasvabhava.® But it made no attempt to
replicate the world. What it presented was a world transformed
through imagination, the ‘artistry and devices that playwrights
and directors of plays could command. This transformed world,
and the means by which the transformation was made, were both
called natya-dharmi, “having traits peculiar to natya”. Natya-
dharmi was based on loka-dharma, “traits belonging to the world
of men,” yet it created a world of its own.*

M svapratisthite ‘i dvaye yena yatsammelanayogyam tattatra prayujvata
ityetAvanangangibhavah. evam satrujvalanapravriiamarsa(tiasa)bhimananara-
patidvitayavat - Abhinava on N.§. 4, 252. (Volume 1, page 126 of the edition
we are quoting).

= nanabhavopasampannar nangdvasthantaramakam/

lokavrumnukaranan ndiyametatmaya krtam/f

NS. 1, 112
This idea is repeated many times in the Natyasastra.
B yo'yarm svabhavo lokasya sukhaduhkhakriyamkah/
so’figabhinayasaryukto natyadharmi prakirtitahl!
C N.S. 13, 81. )

For a more detailed exposition of this important concept, see my arficle entitled”
The Natya as Conceived by Bharata’, the New Quest, March-April, 1984. Also,
published in Indias Intellectual Traditions, ed. Prof. Daya Krishna, ICPR and
Motilal Banarasidass, 1987, Pp. 104-114. Bharata’s drama was an imaginative
recreation of reality. Music and dance were integral 10 it. The action shown had to
be designed in a particular way, Jeading always to success in
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It was an idealised world presented in a stylised form.
Ordinary gestures were heightened and rendered with the grace
of dance.® This opened the door for nrtfa to enter into the realm
of abhinaya. Bharata counts nrrta as one of the three elements
{(vastus) of abhinaya.®' Nrtta was amalgamated into abfu'naya_ not
only indirectly, by imparting extra grace to the bodily actl?ns
and expressions needed by actors on the stage, thus makmfé’
the whole abhinaya, the entire tone of presentation nétyadharmi.
It was also used to enrich what might be termed the “language of
gestures”, used as part of abhinaya. Abhinaya has many ais,pe:(.:ts.
Some are more strictly anukarana-based than others. Prolect}ng
human feelings, emotions, states of mind, through 1-;he exacting
art of reproducing the physical signs, facial expressions, almost
involuntry bodily movements or gestures that .normally
accompany them, 1s a major part of abhiraya, and is pa'tently
anukarana-based. So is the art of the mime, the reproduction of
the actions of specific characters or types of characters. Apart
from these, abhinaya also includes that gamut of gestures,
borrowed or reproduced from loka, that are like languz%g(.z, fixed
conventional symbols given a certain meaning. Rals1_ng'the
thumb as an indication of victory for example. This is a
conventional gesture, rooted in a particular culture, a.nd '1s
symbolic of victory; it means “victory.” It may mean nothing in
another culture or might convey quite another meaning. In many
parts of India, thus, the same raised thumb, especially if also
moved from left to right, might mean “look how I have duped
you.” Such gestures are, obviously, very different from those that

an ﬁ'i]dertakjng and a happy consummation, In this way Bharata’s ideahscc;
world was nztyadharm in a specific sense peculiar to 1t..B.harata was aware o
this but he was also aware that all theatre, in as much as it is a recreation of the
world and not its replica, was bound to be ngtyadharmi in some essential way.
x ativ&kyakriyopemmatisarwarﬂ;ciﬁmgg o
iiangaharabhi n na@yalaksanalaksit
lilargaharabhinayam natyalaksar s 13,73
3 asya Sakha ca nrtar ca tathaivankura eva ca/
vastanyabhinayasyeha vijfieyani prayokt_rbhilﬁffs o 15
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imitate an action or those that imitate signs of mental states. All
abhinaya uses such gestures in the form that they are available
from loka. Bharata’s abhinaya added to the available vocabulary
of the language of gestures by incorporating into it many nrtia-
gestures and assigning them meanings.* We are familiar with
such usages from the Bharata-inspired abhinaya of Bharatq
Naryam or Oddisi. In fact, in these styles of dance, we may see
the same gestures in a purely nrita context as well as in
abhinaya, where they are used to project the meanings of words
in a song. Such a usage should be regarded as a part of the natya-
dharmi, since the function of natya-dharmi was not only to
idealise and stylise, but also to incorporate all such devices and
conventions which any - theatre must use, if it aims at
representing the loka on a stage. Thus the natya-dharmi

* Compare Abhinava: abhinayasya dvividha itikartavyata lokadharmi
natyadharmi ca. adya dvividha — cz'tragrrtyarpakawen&nubkamsya, yatha —
“garve'pyahamiti rajjfair-lalatadesocchrita” (N.S, 9, 19) iti. kevalabahyave-
yavaripa va yathil padmakosasya kamapi niriipane. natyadharmyapi dvidhz —
nE_ryapayogamﬁ[abh&takais’ikisamp&danoc—iralaukikas’obhahem.f: yatha —
c‘zve_s_tz'r&dicarurvidhakaragzarﬁpE. kacittvamsena lokamupajivati yatha
varraturena hastena tatra vyavahitena loka upajivyate. loke hyanirdesya—
1asfesarn vastu nirdidiksuridriam iadrsamitthambhiitamityavasare prayukta-—
meva caturaih. evarm janantikadau vdcyam. natasamayamatrqripa
natyadharmi samayasyakificitkarasya kalpane prayojanabhavay.

This remarkable passage may be rendered as following:

“Abhinaya may be accomplished in two different modes, lokadharmi and
natyadharmi. Lokadharmi is of two kinds. The first consists of anubhavas —
bodily positions, gestures or actions — that indicate a state of mind: like the
lifting up one’s head in pride (N.S. 9, 19). The second consisis of only an
outward showing, as when one indicates 4 lotus flower (through one’s palms
and fingers). Natyadharmi is also of two kinds. The first consists of movements
of pure dance such as the avestia, movements which are used to impart an
ethos of more than ordinary beauty and joy in rendering the kaifiki vriii. Some
(stylised gestures) depend partly upon loka, such as the use of the hand gesture
called the varnartura which depends indirectly upon loka: for in real life, too, a
similar gesture is used when one has not been able to explain something quite
fully and wants to show what it is like exactly (tadrsamitthambhiztam). The
same (kind of part-dependence on loka) is to be found in convetions such as
the janantika {the aside). The natyadharmi here is nothing but the set of
conventions (samaya) used by actors, and these certainly serve a useful purpose
(in n@zya}, for there is no point in having-a convention that is redundant.”
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comprised the use of “theatrical” devices such as svagara
(something said loudiy to oneself which other chéracters do not
hear but the audience does); @k@sabhdsita (in which a character
speaks to someone off the stage, speaking both his own Werds
and that of the other); kaksyavibhaga which we have descrl.bed
earlier and the like. To these were added convention:-%l meanings
imparted to certain nrita-gestures which otherwise h?.d no
meaning of their own. This was done sometimes on the basis of a
slight similarity with something in the loka.

In nreta, body movements had nothing to say. Incorporated
in abhz:na};a, which is essentially anukarana-dependent,
they acquired or were given a meaning beyond t.hemseives. Nrtt_a
thus became an uparafjaka of natya, helping to render it
natya-dharmi, acquiring, in the process, a new, transformed
significance.

Natya-dharmi in theatre employed not orfly nrira, but,
underétandably, also music. Music, indeed, is a normally
accepted uparafijaka of ali theatre, even the most loka-dhamz’z,
such as the “realistic” theatre of the modern west. In Bharata’s
theatre, music was employed in the form of dhruva@ or gana

and vadya - terms Bharata uses in his sarigraha. Dhruva, or .

gana, we have already discussed. It was someth%ng we might
today consider as extremely natya-dharmi, or%‘ented as we
are to western theatric practice. Vadya was instrumental
music played as back-ground accompaniment.? We-have
seen how dhruva could be considered a sub-whole within the

* One of the first things that the stage director did in mal::ing t_he stage reac}y
for a show was to seat the musicians on it. Thisis a practice still followed in
classical dancing. Bharata calls it kutapanvinyc‘isq. The instruments used,
besides the voice, were flutes, harps and drums. Music was used to accompany
dhruva, some modes of accompaniment being very 'dlfferent from what we
today know as sangat (for details see, A Study _"f Dattilam, p. 257-2?9). MUSIIC
also served as accompaniment to nafya itself, independent of dflr.uva songs. it
was in itself a major ng@tya-sa@magri, and it was expected of musicians that they
would mould it and flex it to suif the ethos of the moment. So§ne rliles of the
thumb were established for the purpose, and a list made czf lvhu:h rdga to use
when; these lists grew to great lengths with post-Bharata @ca@iryas.

e

BHARATA AND THE FINE ART OF MIXING STRUCTURES /111

natya totality. Another sub-whole was abhinaya. Abhinaya .
included nreta as well as pathya, which we discussed when
speaking of Bharata’s notion of kakx, Abhinaya, dhruva, viidya
and pathya together formed a larger whole for which Bharata
uses the term vrrzi 3

Virtti (literally, “the manner of being or doing™) is thus a
central concept in the Natyasastra. The word vriti, indeed, is
as difficult to translate as rasq. There is no equivalent term
in western languages for this important concept. There was a
large collection of organically associated forms which together
comprised the performance of a play, the total manner and
style of stage presentation, its overall weave and texture.
Bharata, unlike Aristotle, considered performance, or prayoga
as he called it, essential to drama. Achieving the right vrti
was the soul of prayoga. Bharata recognises four distinct vretis,
relating each to appropriate rasas. Though clearly a mix, a vriti
had a character, a temper; a savour of its own. Like all good
aesthetic wholes, it was not Just a sum of its parts but something

* A concept seemingly related to wreti is that of pravitti , which Bharata
treats at some Jength (N.S. 13, 36-86). FPravriti meant the different usages
regarding language, dress. custom, behaviour and the like of people from
different regions of India. Bharata also speaks of their differences in terms of
temper and taste. These had to be borne it mind while representing different
regional types. Vi, however, is a more universal notion. It is not concerned
with representing regional life-styles but the human condition as such. It is also,
clearly, more intimately related to theatre as an art: it is a ngtya-dharms concept
being central to the very idea of ndtya. Vrrti can be formed only in natya with
the various means at the disposal of the prayoktr (the stage director). It is
something to be imaginatively created, while pravri is something out there in
the loka, a raw material for anukarana, which vrii uses and puts together with
other things to create theatre. Thus we find that the pravritis have been
subsumed by Bharata himself under vriti: nanddesavesabhisacaro loka it
krtva lokanumatena vritisamsritasya ndtyasya maya caturvidhatvamabhibitar
bharatyarabhati sattvati kaisiki ceti (N.S. 13, prose passage following verse
37). Bharata says, “People live in different lands and follow different usages of
language, dress and customary behaviour, and, therefore, in conformity with
lokq itself, I have spoken of natya, which however depends on vrri, as being of
four kinds, bharati, arabhati, satvatt and kaisiki (these being the names of the
four vritis described by Bharata)”.
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more, something quite magically more. No wonder then that
Bharata has a myth about how vritis were created in
divine action and [ilaz.*

Let me give you an example of vri, for, fortunately, we can
still experience a Bharata-like vriti in performance. A Bharata
Natyam or an Oddisi piece in the abhinaya-form displays a
composite art parallel to vriti. Itis a mix containing music, song,
nrita, mime, gestures and its aim is to depict lokasvabhava,
human sentiment and emotion. Witness, for example, an Oddisi
piece rendered to a Jayadeva astapadi, the one, let us say which
sings of Radha’s tryst with Krsna, her futile, frustrating wait, her
anger, her viraha, and what we have in the total presentation is a
yrtti. But we still do not have natya as conceived in Bharata’s
scheme. What is lacking is an adequate plot, a story depicting
human action, not just human sentiment. Vrtti, in Bharata’s
vision, though conceivable without a proper story, needs the
backbone of itivrita for completion.

Itivrtia, literally, “this is what happened”, was Bharata’s

35 Tt is noteworthy that after giving us a myth about the origin of naiya as a
whole, right at the beginning of the Natyasastra, Bharata gives us a scparate
myth about the origin of vreri in the 20th chapter of bis work as he takes the
topic up for a detailed treatment. The vrttis, according to Bharata’s story, were
inspired by the very first deed that Lord Visnu Himself undertook when he
awoke from his divine sleep. Aftér having taken creation back into himself
(during pralaya), the Lord slept on the primal serpent Sesa, floating on the
undifferntiated Cosmic Ocean (ekarnava). He was rudely awakened by two
demons, Madhu and Kaitabha who wanted a battle with him. A fierce fight
ensued, and as the three fought, they exchanged rude and angry words, their
bodies quickened with a turmoil of fierce and frenzied emotions. Thus were
bortn the three vretis, bh@rat, Grabhan and satvail dominated respectively by
speech, physical action and a display of emotion. The graceful, sfrmgara-
oriented kaisiki was born of the movement of Laksmf as she looked on at her
husband Visnu, and began to tie her loosened hair with delicate dance-like
movements. N.S. 20, 1-24.

The Natya, Bharata says in chapter one, was created out of the four Vedas.
The vrttis, too, were important enough to have been provided a similar origin
independently of natya:

regvedadbharatt ksipa yajurveddcea satvatl/

kaisiki samaveddcea Sesa catharvanadapil/

N.S. 20, 25.
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name for the dramatic plot, which was to be enacted through one
or more vrttis. The final success of a prayoga — a performance —
lay in the achievement of the adequate vrtzi, which would suit an
itivrtta.

An adequate itivrtta demanded adequate action. It had to be
conceived as a story of human effort directed towards a desirable
goal % In the best of plays, namely, in the types known as nataka
and prakarana, in which the natya of Bharata revealed its full
powers, displaying all its various elements, the action progressed
from seed to fruition in five stages growing from small
beginnings to great results as in the Sakuntalam, where the
casual love and dalliance of a king matures into a profound inner
awakening and the birth of a great emperor who ruled over the
whole of India, and gave it its name, Bharata. The itivrtta was as
natya-dharmi as its prayoga. One major na@fyadharmi element in
itivrita was the rule that an action must end with the attainment
of its goal. All plots were to be success stories. There could be
hurdles, sorrow and pain, but no failures; tragedy was not
accepted as a form of itivrita.

Plotting an action was central to natya, but natya was also
affective evocation of lokasvabhava, not merely its depiction
through action. It aimed at producing rasa. In this the vritis,
as pure prayoga, were more important than the action and plot,
though naturally the vretis had to function with the plot, as
related to it. The vrttis could, yet, be sufﬁ¢ient in themselves to
evoke rasa. The Oddisi abhinaya-piece, danced to Jayadeva’s
astapadi that I mentioned earlier, clearly evokes rasa; Sragara in
this case, but it is not n@tya. For it is miserably lacking in action
and plot. The Bharata Natyam, too, is for the same reason not
Bharata’s nagtya, though it similarly employs vreti and evokes
rasa. Rasa, therefore, cannot be really said to be definitive of
Bharata’s natya; a nataka or a prakarapa or a similar form
(Bharata names ten types) rich both in prayoga and irivrtta was
what Bharata truly meant by natya.

% S.N. 19, 1-20.
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Yet vreti, though insufficient by itself, singly or in
combination, to form narya was sufficient to evoke rasa. Tt was
the smallest unit into which natya — in its prayoga aspect —
could be analysed. It also fulfilied the other requirement essential
for natya, namely, a na@tya-dharmi recreation of the human
condition. Consequently, a major part of Bharata’s effort in the
Natyasastra concentrates on the making of vritis: he first
describes its discrete building-blocks, the various arts with which
it was built up, and the aesthetic and affective principles for

putting them together into the corriposite whole that constituted a

vrizi.*” Indeed Bharata’s sastra as a prayoga-sastra may be

characterised as a system for putting together different arts:

in order to form viable vretis.

Bharata speaks of only four vrrris, but this was a prescriptive
limitation, almost a fiat. The theatric usage he had in mind
evidently did not need any more vrttis. His system, however, is a
system of infinite possibilities. He does not give us specific
forms but general ways of achieving them. He explores rules and
principles for forming vretis. Instructively, even the four vritis he
describes in some detail, are described in general terms. Concrete
formations were left to the judgement and creative skill of the
prayoktr, the director: though in this process, actually
crystallised forms handed down from tradition must have played
a great formative role, as they do in classical music today. But as
in classical music to-day, the system within which forms are
made and understood is, essentially, a system of possibilities.
However, the various arts with which a vrtti was built up were
each, as we have seen, a realm into itself. Many of these were
not anukarana-oriented, in fact, they had no relation to

*’ The affective principle is described by Bharata in what can be
meaningfully termed his theory of bhivas, which is an essential part of his
rasa-theory. I, too, have described the theory in my own way in my, “The Path
that Bharata did not take’ an article to be published by the Sangita Nataka
Akademi, New Delhi; see also my review article, ‘Sanskrit Criticism, by V.X.
Chari, published in the Journal of the Indian Council Jor Philosophical
Research, Vol. X, no. 3, 123-138.
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lo_kasva‘bhava, and thus, as we have argued above, they could not
aim at evoking rasa, because rasa, in Bharata’s definition
cannot be aroused by a non-representational art form. Hence the,
occasion for the question asked by the rsis concerning the
{"elevance of nrtta to natya. And hence, also, Bharata’s efforts at
incorporating the non-representational within a representational
scheme.

S.ignifica.ntly, the analytical approach Bharata adopts in
describing nrtta is, in a crucial sense, very different from the one
adopted in describing natya. The approach to the analysis of
ratya is fundamentally “holistic” Vriti, the smallest viable
structural nnit constituting natya, was itself a whole composed of
smaller wholes such as the dhruvi; vrtti was a composite
s.tructure made up of structures borrowed from different
‘independent’ realms. Also, a vriti was outward-looking in the
sense that it could not be viable, could not even he comprehended as
a vruti, unless it could be- related to rasa and the anukarana of
lokasvabhzva. Nrita, on the otherhand, has been analyséd by
Bharata through, what may be characterised as a marrkg
approach. A nrtta-matrka, a term Bharata himself uses, was the
hame given to the smallest “atomjc” structure to which nrezg
forms could be analytically reduced. Bharata delineates a

repertoire of such atomic structures which could be combined to
fqrrn larger formations known as karana and angakiira. Argaharas
were formed with karanas and were more “complete” forms, which
In combinations produced nreta wholes. Various such wholes were
po§sible, since nytta, as much as natya, was a system of possibilities.
This idea comes out explicitly in Abhinava who comments that
karanas could, in principles, be infinite, even though Bharata
deliberately restricted their number to 108 as he wanted to
describe only certain specific afigah@ras.® These were the

38 : g
ayarir bhiavah-astottare karanasate caty
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angakaras necessary for the nrrta rendered in the pirvaranga,
which was both a dance and a ritual, and as ritual its forms were
fixed and determinate.

Vrtti, being a representational device, could not be under-
stood without being related to rasa and anukarana. But nrita
was non-representational, it needed no reference outside of itself
in order to be viable, and to make artistic “sense”. A nrita-
matrka, therefore, had to be understood as a self-contained
atomic structure, a unit of significance in itself. Consequently
this is how Abhinava defines a karana, another term for the
nrta-marka:® “Karana is an act. But of what is it an act? It is
an act of nrtta, of the body in movements executed gracefully
(vilasaksepa). (Hence) karana is an act different from those
made with the utilitarian intention to acquire something
beneficial or discard something harmful.... One unitary act (eka
kriyd) executed from one point of space to another
“appropriate” (samucita) point, is a karana.”* We clearly
have here the concept of an atomic nrtta movement which,
being a non-utilitarian “dance” movement, has no reference

* There is confusion in the use of the terms karana and nritamatrka. Bharata
says, in a passage, that adgahiras - complex nyita wholes - are made up of
karana units: sarvesamangaharandr nispattih karapairyatah (N.S. 4,29). Ina
later passage he says: yani sthanani yascaryo nretahastas iathaiva ca/ sG
matrketi vijiieya tadyogatkaranam bhavet/ (N.3. 4, 59-60).

This suggests that karanas themselves were made up of matrkas, which, one
would suppose, were still smaller units. And, yet Bharata emphatically states
that the nrita-matrka was a relatively complex unit consisting of two karanas:
dve nrttakarane caiva bhavato nritamatrka (N.S. 4, 31).

This is a confusion concerning the proper use and definition of terms. The
Natya-$astra does sometimes make such a confusion. The text as we have it has
not passed through a very clean and clear process of transmission. However,
the concept of an atomic nrtta unit is clear enough, whatever we may choose to
call it, karapa or nrita-matrka. The issue is discussed at some length in the
earlier essay, “Tandu: The First Theoretician of Dance.’

® kriya karanam. kasya kriy@? nritasya. garranam vilasaksepasya.
heyopadéyavisay-akriyadibhyo vyatirikia ya tatkriyd karanamityarthah...
parvaksetrasarmyogatygena samucitaksetrantarapraptiparyantataya eka kriya

tatkaranamityarthah.
Abhinava on N.S. 4, 28-30.
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outside of itself. Unlike abhinaya, it has no reference
to lokasvabhava. ’

. The matrka or karana — approach to analysing structure
within a system was not limited to nrrra. It was also used in
phonetics, which analysed all speech sounds into a finite number
f)f atomic phonemes, the varna-matrka, capable, in principle, of
infinite combinations. A similar analysis was made by Bharata
(and his is the earliest example we have) of percussion playing
(puskara vadya), an art which, apparently, was as sophisticated
and as “independent” an art in Bharata’s days as it is today.
Bharata speaks of sixteen vak-karanas — bols we call them in
Hindustani music today — which are “basic” sounds indicative of
sounds played an drums: ka kha ga gha ta tha da dha ta tha da
dha ma ra la ha, these in various combinations, on thé bﬁsis 'of
tala, laya, yati resulted in infinite patterns.?!

I must now end; yet I can not resist the temptation to add a
few remarks, make some brief reflections and raise a question
or two inspired by Bharata’s endeavour. His formulation of
ndtya, or rather natyas ~ since his conception has ample
room for alternate formations - is itself an example of the
vreti approach practised in a grand manner. Whatever he
describes, he relates integrally to natya. We have discussed a
few examples, but there are others: imaginative literature
an_d psxchology, to speak of two more. In discussing k@vya
— imaginative writing — used in composing the script of a
play, Bharata keeps constantly advising the kavi, the poet,
‘to design his narrative, plot, style, diction even his versification
in such a way as to make it appropriate for natya. He did not
warnt the poet to be carried away by the demands of his own art,
He tells him to beware of getting lost in the play of language or

“ These sounds could themselves have various formulati
through different ways of producing them on a drum. Thusu l‘zg?gz’ui? E::raent?lz
forms ‘ke’ ‘ko’ ‘kari’ as well as “kra’ ko’ ‘kle’ and *klary. Other “basic”
sounds had similar multiple formulations as Bharata notes at N.S. 34, 43-44
Bhgrata speaks of various combinations of these sounds made not 0111;( on thé
basis of laya, 1ala and yati but also marga, lepa, pracara etc. (N.S. 34, 40)
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imagery or alankaras, for their own sake.? His interesting thoughts
on psychology, as reflected in his discussion of bhavas and their role
in rasas, deserve close attention on their own. But, significantly, in
his description, bh@va is inseparable from abhinaya (and thus
natya). Even his explanation of the meaning of the word bhava
(otherwisc meaning, “feeling”, “emotion”, “centiment” and the like)
reflects this dual understanding. He explains bhava less as a manner
of being than a manner of showing of representation. In fact, his
definition of bhava could also be a definition of abhinaya.®

42 Bharata says: suslistasandhisaryogatit suprayogarn sukhasrayam/

mrdusabdzabhidhinar ca kavik kuryam natakaml!

N.5. 19, 141.

Meaning: “A poet should take ¢are [0 compose 2 nataka ip such a way as 1o
properly knit its varous dramatic sequences topether (the sandhis) so that it
can result in a good stage-production (suprayoga). It should use a lucid
language so that it is easy to petform.” Elsewhere he reiterates:

Cekrditaprabhrtibhirvikrtaifca Sabdairyukta

na bhanti lalita bharataprayoga/

yajfiakriyeva rurucarmadharairghriakiairvesya

dvijairiva kamandaludandahastaif/ .

N.S. 16, 127. .

It is often forgotten, that Bharata’s enfire treatment of kavya is geared, like his
treatment of all else, towards natya. His work is, by historical accident, the
carliest available §@stric work on alafkdra, but it is not perhaps representative
of the state of the fastra as such during his days as modern historians of
alaikara s$astra tend to think of it. His whole treatment is so plainly ndtya-
oriented that many of his rhetorical categories do not make sense without
keeping natye in mind: his scheme of 36 kavya-gunas (chapter 16) are palpably
related to k&vya as designed for theatre. He has obviously made a selection.
from available categories, inventing new ones for his own specific purpose.

# N.S. chapter 7 begins thus: bhavanidanin vyakiyasyimah. atrdha bhova
iti kasmat. kim bhavantiti bhava, kim va bhavayantiti bhavah? ucyate-
vigangasattvo-petan kavydrthan bhivayantiti bhavah.

That is to say: “Now we shall delineate bkavas. Here it may be asked: how are
they bhavas? Are they bhavas because they are or are they bhavas because
they reveal (what is)? The answer is, they are bhzivas because they reveal (or
project) the plot and sentiments (arthak} of a kdvya through such modes of
(abhinaya) as the vacika (speech), the afiga (body movements and gestures)
and the satva (‘involuntary’ physical states indicative of emotion where there
is no movement or gesture, but conditions such as sweating, flow of tears,
horripilation or ‘goose flesh” and the like are projected by the actor in order to

reveal a conscious state).
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Natya, formulated as a grand vrti was also a grand
anukarag.za., thfa grandest possible representation of the world in
art, Rrovzdmg in its own natya-dharmi way an experience almost
af dl_rect as of the world itself (Abhinava therefore call
saksatkalpa “direct-like”). Yet, in this representation we,rS
orcheistrated many arts which were non-representational. Th .
acquired a representational meaning only as part of z; vrtt:'y
Structures of pure music and dance, woven into systems of th "
own, had not only to be carefully selected, but even transfonn:g
beforti they could become parts of a vrtri-whole. Bharata tells us
how .pure” structures were transformed for this purpose. He
describes only one side of what must have been a two-.wa
process as we know, for example, from the history of music K
structural tr:.msformation in art, though made for the sake. of
Fransference into quite another art with a different aesthetic goal
is yet -bc{und to have a moulding effect on the original art itself’
EVC{]‘lf it does not effect its non-representational intent. Th ’
addition of new “desi” karanas and mudras to the pure 'tﬁn.dav ;
as reported in later texts such as the Sangitaramakara of th-e I3ta’h
century, appear to have followed this path.

The very possibility of the transference of a structure from a
system of pure art into an anukaranae-oriented vriri might
however, accost us with a fundamental question: “how can gurej
non-r.epresentational structures acquire any representatignal
mea_nmg at all 7” True, the same structure as part of a different
vriti could acquire different “meanings”, since different vrztlils
were connected with different rasas, yet even allowing room for
such ambiguity, the gnestion we have posed still remain
relevant, for not any structure could become part of any vreti 1:

aﬁelrni tt,i'l;ls passage the word ‘abhinaya’ is not actually vsed, but immediatel
oer ;:nn;gn:tua;ed th;; the verb ‘bAi” in his use of bhava is to be um']erstooér
ed in an mental sense, Bharata defines bhava i :
vffaha.venahﬁa yo'rtho hyanubhBvaistu gamyate/ ore unambiguously as:
vggar_zgasaﬂv&bkinayai{z sa bhava it samjiitabl!
vagangamukharagena sattvenabhinayena ca/ ’
Raverantaragatary bhzvari bhavayan bhava ucyatel/
N.S. 7, 1-2.
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structure, clearly, had to have some “affinity” with the vre#i nto
which it was transposed or else there could be no justification for
choosing one structure rather than another as more “appropriate.”
But on what principle can one gauge the “affinity” between
forms of very different character ? Bharata forces us to ask this
question without suggesting an answer. I too, shall not attempt
any answer here (which, of course, is not to say that I can).

T fnust remark, though, that the question is not limited to the
attmept made in the Natyasastra — which, however must be
thanked for suggesting it clearly — or even to aesthetics In
general. It has larger ramifications. Many of our own modern
$astras also aim at a vrtti-like approach:-such disciplines from
the social sciences as history, sociology or anthropology for
example. These are meaning-oriented “human” disciplines that
amalgamate the results of many others, pressing them to their
own cognitive aims. A historian takes pride in being the master
satradhara who can envision the whole range of disparate
human activities within a single vreri-like amalgamated
meaningful whole.

He speaks, for example, of the ‘spirit of an age’. An ‘age’, in his
notion, is a vreti-like whole produced by the combination of
multifarious human activities and pursuits. The ‘spirit’ of an
‘age’ like the rasa of a vriti, ties different realms together into a
meaningful whole, infusing into each part the character of the whole.

Yet though analogous to rasa and vriti, the idea of the spirit
of an age is much more ambitious. An age is an all-subsuming
whole engulfing every single human activity in every detail,
without, ideally, a residue. The spirit of an age should be
perceivable in every limb of this cosmic entity, and, if,
perchance, something is admitted to have remained untouched
by this omnipresent ‘spirit’, jt-also remains unexplained and not
quite understood in a historian’s scheme of things, an
embarrasment to his vision. The guestion of the basic affinity
between different realms is not really raised. Affinity is taken for

granted before it is discovered with the assumption that if things
are together they must have an affinity.
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. Rasa in Bharata’s framework is in an important se
dlff?l’_ﬂnt from such a conception of ‘spirit’. And this is be use
v{rm i1s not an all-subsuming whole like ‘age’. The difﬁ:lfl uste
discrete activities with which a vrei is constructed do not fn ,
thefns_,elve.s entirely in a vrzri. In order to fit into a vreti a
a_ctl_\flty, in Bharata’s scheme, has to be transforr.ne[c,i ?“
51g{11ﬁca‘nt ways, thus creating a new entity out of the old, a m
intﬂy_wnth a new goal, modified rules of formation and’ a ::W
bz:lftﬁ;l;ty”: somet?ing designed not as an independt;nt activit;v

s a part o another, in many wa i ing.
Meaningful discourse about this new );ntityy;;ezrsl lial\f 1;;*:;%-
that mu_st focus upon it as part of an alien whole. Activities tllzai
merge into a vyt thus yet retain their separate identity. What
merges H:ltO a vriti is something carved out of an auton.omoa
realm .wh1ch continues to have its independent existence, with };S
own, independent structures and its own separate \:Jorld I?‘
di_scourse. Thus, for example, when dhruva is carved out Of
‘gandharva and moulded to fit the n@tya, gandkarva continues ?n
its own character, holding its own distinct sway. Bharata neve
lets us forget this. Therefore, the universality of rasa in h'r
frar_nework is something confined and limited, because thlS
terx_1tf)ry of vriti, too, is limited. The idea of rasa c,an apply t .
activity only in as much as it is part of a vrai. It canpptifu y gn
used to understand dhruva but not gandharvc.z (or music,as sri::h Y
Later_ theori.sts made rasa into a much more cosmic concept ;
defining trait of the entire realm of the aesthetic embracinp ,alall
the arts equally in this entirety. Constructing uni,fying confe ts
that embrace whole gamuts of human activities or entire rea‘P
of knowledge is a natural temptation. A concept, after all ha;ntls

be ge.neral in essence. One tends to make it more and m,ore 8 ;
weaving a totally universal system around it. There is no denvi .
the appeal of such universal concepts and systems that tie zmg
whole_ range of diversity into a single monolithic bundle. But tliaﬂa
d{;les mjustice to the complexity of phenomena, gloss.ing ovef‘
:\trr :itt'dois not fit, and dlstortiflg.othcrs to squeeze them into a

jacket. Such system-building is a great temptation for

T e
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thinkers today, not only in science but also_ t}.:e ‘hflmal}’ dlsc1phtl_xe;
Bharata’s approach is refreshingly fhstmct in this resl];:zf -~
amalgamating different realms he remz?med- aware th;t_w it es
achieved was just another rc:':al;;n,I a t;{rfrz, \::rllcel; t?g:(gﬁdsi: t uﬁify
envision human reality in a ‘holistic m : /
i ms into a larger all-inclusive whole but on!y create
g;fzeflzi;e:ialm among others. Thereft.)r_e, he conce;w:c; :Ii; a
multiplicity of such combinations: vrtti 13 not one ttzhe vm);-.
Reality could be recreated in many ways. Moreover, /

scheme of forming new wholes and discoursing about them was

relevant only to realms carved out of othcf:r reaimf co_mbmed 11'1t0f
a vriti. There remained other realms where a mat_r{c,a schemeih (:u
iscol ine. These were ‘formal’ realms
discourse was more germaine. 1 ‘ - form -
conld be significantly analysed into “atormc units. These v:eto
realms that did not reflect the world, tht?:y were nf)t meanth >
recreate reality; and thus they resisted assimilation into ano ; (;:
’ i ’ ate
i i +i in Bharata’s scheme, to assimm
realm. It is possible for a vr#i, 1n. _ . L0 assim e
atrka-ori but never an entire mdirka-
matrka-oriented structures, _ ented
reaim that is, a formal realm, where the analytical matrkd

approach is significant to discourse.

CHAPTER - NINE

Bharata Muni and Hindi Films!

Seeing films is certainly one of the most popular pastimes in
India. Consequently, films-making is one of our largest
industries. Scores of films are produced every year in ail the
major Indian languages. By far the largest number of films
produced are Hindi films. These have a magnetic mass-appeal
even in non-Hindi-speaking regions. Hindi films can, indeed, be
said to typify all popular films made in any Indian language.
General observations about their form or content will apply, on
the whole, to all Indian films.

My endeavour here will be to make some observations
regarding one of the most neoticeable formal peculiarity of the
Hindi film: the preponderance of song and dance interludes in its
narratives. I will attempt to show that the roots of this practice lie
in the centuries-old theatrical traditions of India. This will also
throw some light on the rationale of the practice.

Songs and dances in Hindi films are so woven into the story
as to be integral to its development. They are as important to the
totality of the film-narrative as the plot, and the skills and
techniques of cinematography and character-acting.

On the popular Hindi screen, it is not an occasional film or any
specific narrative genre that employs songs and dances; they are
part of every film, whatever the narrative. Songs and dances are put
in as a rule; it is the exceptional film that does not employ them.

Hindi films have a rich gamut of stories. Many genres or
narrative-types can be distingnished. Distinctions, no doubt, tend
to merge into each other, yet one can meaningfully classify and
talk of them. Two broad divisions are obvious: we have, firstly,

' An essay in investigating some formal continuities from ancient Indian
theatre to the popular modern medium.
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Man?f of us feel bewildered at these trransformations. W
never (‘}_lllte understand the rationale behind the odd cou liI.I Ei:"
such c_hsparate modes. It s, I think, a combination whicfl isgnot
consciously produced. We cannot understand it in terms of a:y

what are called ‘mythological’ films in which the narratives are
based on popular versions of tales from the Purapas, the
Ramayana and the Mahabharata, as well as currently popular
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- 1 mythic legends. Secondly, there is the broad category of what

may be termed ‘human drama’. This includes narratives of a
great variety, ranging from love-stories, tales of patriotism,
humour, issues relating social rights, to crime-thrillers and
‘westerns’. Many of these stories are certainly cliche-ridden,
making ‘formula’ films. But there are also simple human tales
told in a convincing, simple human manner.

But whatever the film’s narrative, whether ‘mythological, or
‘humar’, it is certain to confain a good amount of songs and
dances. This is quite unlike the practice in the west where only
the ‘musical’ integrally incorporates SONgs into the plot. In 2
Hindi film, songs and dances are an inevitable part of the
aesthetic means employed, whether the film is an intense human
drama or a pure fantasy. Songs and dances are not something
superimposed upon a film’s narrative: something appended from
time to time in order to lend colour or spectacle to the show.
They are inseparable from the Hindi film’s very mode of story-
telling. The principal characters themselves make use of songs
and dances at crucial moments in the film. '

To many of us, who have acquired a taste for films from the
west, the effect of such song-dance interludes, boxed within the
action as part of the action, can often seem to be very unsettling
and incongrous. All the more, because when not dancing or
singing, the characters usually behave in a natural, normal
enough manner. Whole scenes can take place as if in real tife
amidst patural situations and surroundings, with the characters

acting in a realistic, more or less unaffected style. But, then,
suddenly, a transformation OCCULS, and the spectacle tums into
something like a ballet or an opera. Characters. who had been
behaving in a natural way break into a song or a dance or both.
And after this sudden song-dance interlude is over, they revert
back to normal, till such a time when a similar interlude may

follow again.

prop.erl)./ thought-out aesthetic principles. Formal influen
dominating the Hindi film remain at a largely unconscious ]ece?
or fl.t Feast at a level where they are not resolved into a \;T
assimilated and self-aware scheme or design. =
Tl.le roots of this curious mixture of t\ifo different modes of
narration or theatric presentation found in the Hindi films can, I
thmk: be trat:,ed to the influence of two quite disparate traditiorls
One is the‘: cinema of the west and its dominant trends of naturai
preéentatxons. The other is indigenous Indian theatre wh
stylized presentation was the rule. e
from’Ii_t;e cinema as a medium was developed in the west, where,
its inception, 1t fostered the goal of recording events as the
occur. The very first films to be made were short, one rninuti
documen?anes recording every-day occurrences.? Ea’lrly narrative
.feature films, too, had a strong realistic intent, though other
influences, mainly of various kinds of popular theatre and shows
were also at work. Yet, in spite of other influences, realism —
atte.mpt at re_cording the feel of lived life — has !always beenaz
major thm§t in all cinema making. The medium itself has a built-
in propensity for such a naturalism. More than any other method
?f re:presentation, the cinema has the potential to give us an
illusion _Of happenings actually taking place before us in the
glanoraxrfw surroundings of life. It is the only medium in which
eve; nmtas k—_mg'of a doFumentaIy -—an audio-visual record of actual
- is Possﬂale. The movie camera, in truth, acts as a
docurflentmg instrument even when filming a fantasy’
Film-making in India came from the west. Ir;dian film

2 -
o b?ggo.tmnn?:;:gn :Ir;i Reality, p. 23 (Pelican Books, 1974). The first films
o premier, = rds es, were made by the Frenchman Lumiere who gave
ool b ;w 311}1 Deccrpbcr 1895. Earlier, Edison had commerciaally
xplo e.c ed the kinetoscope, but this equipment could not project an
ge on a screen; only one-viewer could see a film at a time op.ciz,, pp. 90-92
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makers borrowed their technique and mucl.l of their cmematlm
style from the west. They still keep dom‘g s0. A stror;lg y
naturalistic mode of representation th.us is a p.art of tfelr
approach. Consequently, the narrative in a Hindi film ;( Fen
moves as if the viewer was conducted thrc?ugh scenes t king
place in real life. The plot unfolds amidst surr.oufldc;ngds
containing all the signs of actuality. Much of the film is, 1n ee_t,
shot on actual locales. A Hindi film, even when a fantgsy at 113
core, has a surface aura of actuality, except, perhaps, in purely
i ims. K
mYﬂ'}olfzg;:if major influence in moulding narrative fe.at‘ture
films has been the indigenous theatre. T%le very f_irst'amb;uou;
narrative feature films to be made in India were, m fact, ﬁlrflkz
theatre shows. Tn May 1912, R.G. Torane released his Put:ldalz .
a film on the famous saint from Maharastra. Pundalika was
based on a Marathi drama of the same name.? 'El_f: ﬁlrr} wa:d an
immediate success. In 1913, the famous film {(’aja Harisca ﬂ:a
by D.G. Falke was released. This, too, was influenced by p e
theatre of the day. In 1917, I.F. Madan produc.:ed and releaseT ha
film called Saryavadi Raja Harifcandm‘ in Calcutta. I €
Victoria Theatrical Company whichds{aged I;Imdl and Urdu plays
ively associated with its production. .
waslzct:h:l?trhirties, sound was introduced into Indxap ﬁlmsii
Theatre, with its songs, dances and music, now carr.le mtglfu
play in the cinema. Many stage hits were rrfade into films,
popular songs from the stage became film hits, stag_e actori
became film heroes and stage producers became film directors.
Thus songs and dances came into the films from popular theafre,
and have since remained a constant featfure thrc;ugh c_ha.nglmg
modes and fashions of narrative genres, motifs and cinematic §ty es%
It is a well-known aesthetic maxim that a suspension o

% Feroz Rangoonwala, Bhiiratiya Calacitra ka Itikasa, pp. 26-27. (Atma Ram
and Sons, Delhi. 1975). B .

4 Ibid., pp. 29-36. )

5 Feroz Rangoonwala, op. cit,
are borne out.

See chapter 5, where the facts noted above
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disbelief is necessary in the viewer for him to establish a rapport
with the narrative being unfolded. Abhinava Gupta, the
renowned aesthetician (writing in the 10th-11th centuries), has
remarked that if an action being staged lacks in plausibility, the
mind of the spectator will never be able to immerse itself in it 6
And certainly if one begins to question or doubt the plausibility
of any major aspect of the action being shown one’s emotional
involvement with the narrative is bound to be hampered.

In Hindi films, the disturbing yet inveterate habit of
characters to transform themselves, as if by magic, into songsters
or dancers at regular intervals, is surely a feature that may tax
one’s sense of plausibility. But, curiously enough, the general
Indian viewer faces no credibility problems. He finds nothing
odd or unnatural in characters suddenly taking to a song or
moving into a dance amidst otherwise normal action. The truth,
on the contrary, is that in certain situations and emotional
contexts, the viewer actually expects a song or a dance. He
considers these to be appropriate means of dramatic expression
at the right moment. He considers them as appropriate not only
in situations where they might be plausibly expected in real life
but also in contexts where people do not normally give vent to
feelings through such means.

There are critics like Dilip Padgaonkar, who have looked
for a naturalistic explanation for songs and dances on the Hindi
screen. Padgaonkar, in one of his columns contributed to the Times
of India, remarks that Hindi films are full of song and dance because
life in India is itself full of song and dance.” Such a view is taken by
many who would like to seek a convincing “naturalistic’ Justification
for the practice. But this explanation is not really convincing. In
reply to it, it may be observed that India may well be full of song
and dance — and, indeed which country or culture lacks them ? —

but songs or dances certainly do not occur in situations wherg

¢ ‘sarvedyamasambhavyamingh sarmvedye sarvidar vinivesayantumeva na
Saknoti’, Abhinavava Bharati on ch. 6, Natyasastra, p. 280. (AN reference are to
the Gaekwad Oriental Seres edition of the Naryasastra, unless otherwise stated).
"1 am unable to recollect the date on which this column was published.
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they are common in films. Where in real life do we find jilted lovers
singing away songs such as “J@yen to jiven kahan’ on a footpath in
front of their beloved’s house ? Such a scene, if it were to occur in
real life, would create bathos instead of pathos.® Yet, similar
scenes are quite common in the films. Courtship in a Hindi film
can rarely progress without the boy and the girl singing and dancing
away to glory. But how many couples can we think of who court
in the manner of the films ? In fact, dance along with music plays
a much larger part in western courtship: though films made in the
west hardly ever make use of songs or dances to depict love. In
parenthesis it may also be added that on the Hindi screen couples
dancing western style to western music are usually shown as
dissipating, not expressing sincere love.®

The use of song and dance interludes cannot, I think, be
explained on the premise of naturalism. The key to the matter

8 Apparently, in ancient times, too, there were critics who thought on the

same lines as Padgaonkar. Music played a major part in ancient drama. A
school of critics argued that this was in imitation of real life. Abhinava has
combatted this idea. He observes that drama is not a replica (anukarana} of real
life. True, he says, critics of the imitation school may argue that in real life, too,
music accompanies such common and diverse activities as dining, bathing,
being put to sleep, being woken up and the like (as was not uncommon with
those who could afford it), but such a use of music did not take the same form
nor did it have the same purpose as music in theatre. In theatre, Abhinava
remarks, songs of a specific kind were used. They were not replicas or
reproductions of music used in common sitiations of life. Theatric music was,
moreover, used as integral to drama, whereas music in real life when
accompanying the activities mentioned above, was only sornething that imparted a
kind of auspicionsness to the occasion; it was nothing more.
atascedam nanukaranarm tato yatkaisciccoditarm tadanavak@ifam. ne ca
gitavadyayuktah sarv@vasthasu kaScidanukarya iti, na tvanukaryatvena
gitAdaya ityuktam. pariharo’pi ya uktah afanagamanasnanasvipapratibodha-
bhojanadyasu gitavadyamh cestasvatiprathitam ityadi tadapyanupannam, na hi
gamangdautaddhruvataladirapena gitadi loke’sti mangalamatraivadrte.
(Abhinava on Natyasastra 1, 107). )
Dhruva, it should be borne in mind here, was the name given to specially
designed theatric songs. See Abhinava’s introduction chapter 33 of the
Natyasastra, Abhinava calls dhruvi: n@tys@magrimadhyanimajjitanijasvara: in
other words, integral to drama as an art. i

# This was true of films which the author was familiar with when he wrote
this piece in the mid-seventies. Things seem to have changed.

|
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will be found elsewhere. Songs and dances in Hindi films are
used as theatric devices for narration; their source should be
looked for in the established conventions of the dramatic art in India.

Any film which aims at narrating a story, has to do much
more than merely record surface events. It has to transcend the
snnp}e documentary and reveal not only how people move and
behave but also what they feel and think. The narrative film has
Fo convey the inner felt aspect of human situations, and convey it
in an aesthetically evocative and acceptable manner. The art of
the theatre has developed with just such a goal. It has perfected
many techniques, devices and stylistic motifs for communicating
the unseen, inner life of men.

’_I‘he film as a medium has grown by exploring the immense
Posmbilities of its own specific form. But it has also adapted —
in however transformed a manner — many mores of artistic
expression developed in the theatre.

Like other arts, theatre has developed differently in different
cultures. In different traditions, drama has come to acquire
certain distinct sets of aesthetic conventions and devices. The
c?nventions of any dramatic culture appear as ‘natural’ to
viewers belonging to that culture; their responses become
conditioned to accept them as normal in drama.

Films in India have, perhaps, greater ties with the theatre than
films made in other countries. The Hindi movie has direct links with
pop.ula: Marathi, Bengali and ‘Parasi’ theatre, and with traditional
Indian theatre in general. In fact, the Hindi film is basically a theatric
show, albeit presented on an immense stage as large as life itself
thanks to the possibilities of the cinematic medium. It has’
however, few touches of the pure cinema that we find in the;
work of great western directors or their Indian counterparts.

Tl‘le use of song and dance as an integral formal element in
thea‘itnc presentation is a factor running through all traditionat
Indian dramatic shows. The roots of this theatre go back to a
remote period. Many characteristic elements of this theatre, and
through it of Hindi films, reach back to Bharata, the Master of
dramaturgy. Hindi films follow the footsteps of that ancient
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dcdrya in many matters of form and spirit. N

Bharata composed his epitome on theatre, the Ndtyasastra,
almost two millenium ago. Bharata himself was the spokesman
of a theatric tradition which had become well-entrenched b):' _his
age and antedates him by at least a few centuries. This tradition
continues in popular indigenous theatre.

It continues also in the films, although few of us are
conscious of the roots of our film-making in Bharata, least of all
the film-makers. .

Though an unconscious influence, Bharata yet remains a
potent influence. The dramatic tradition of Bharata has en.te':red
deep into our culture and still unconsciously shapes and conditions

~ the theatric responses of our audiences. It also shapes and conditions

many formal elements in the so-called ‘formula’ films of I_Bombay.
Bharata’s own theatre was a consciously and meticulously
cultivated art. He analyses every factor and technique of this art
in detail. What is more important, he also discusses the rationale
of his theatre-making. Bharata’s theatre was cultivated as a
demanding and refined art for centuries after the Mast.er, before
passing into popular vernacular theatre as a moulding influence.
The principles of Bharata’s theatre were further analysed by
commentators on the Natyasastra and later writers on the art of
drama. No commentaries survive except that of Abhinavagupta.
His is a significant and stimulating work. Abhinava was ali\fe to
the subtleties of the theatre, and speaks as one who had a cfhrect
and vital experience of the art. He was also a great theorist, ahvs: to
the nuances of significant analysis. We can take him as our gmdf:-
Two concepts of Bharata are especially pertinent in this
context: the concepts of lokadharmi and natyadharmi. These are
related to the mode of translating human reality into theatre.
They denote the two elements of the natural and the theatrical
(the latter including conventions and devices adopted by thfeatre
as an art) which are present in all dramatic representations.
Lokadharmi means ‘taken from the actual behaviour of people’.
Natyadharmi means ‘factors or elements peculiar to drama, and
wﬁich drama uses to translate human reality into theatre’.

S
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The purpose of drama, says Bharata, is to recreate the human
condition in all its complexities and richness of experience.'® But
the recreation of human situations through the medium of theatre

Y nang@bhavepasampannarn nandavastvantardtmakam/lokavrttGnukarapar
nalyametanmaya kriam. Natyasdstra 1, 112. The following is also worthy of note:
yo'ya syabhavo lokasya sukhaduhkhasamanvitah/so’ ngabhinayopeto
natyamityabhi dhiyate. Natyasastra 1. 119.

Bharata conceives of drama as aiming to represent not merely the human
condition, but also the trans-human actions of gods and titanic demons (see
Natyasastra 1, 118). However, the main dramatic forms, ndtaka, prakarana,
natika, prahasana, bhanpa — dealt mainly with a human story, though gods
could enter as minor characters. Abhinava speaking of ngtaka, the paradigmatic
form of all drama, brings this point out when he says: ‘na ca sarvatha
devacaritarh rath@’ varpaniyam kintu divy@namasrayatvena prakaripata-
kangyakadirupena..” (on Natyasastra 18, 10).
In certain dramatic forms, such as the samavakara, Thamrga and dima, gods
and titans predominated. But these were minor dramatic forms, being mainty
spectacualar shows.
Bharata, significantly enough, says that drama acquires interest and intensity
only through a human narrative depicting both joy and sorrows (Natyasastra
18, 12). Gods, by nature, are incapable of sorrow. They could not be leading
characters in the true dramatie sense. In presenting them as dramnatic characters
it was necessary to humanise them. But this, if carried too far, could controvert
the divine character of a god, and adversely effect a spectator’s sense of
credulity. One had thus to be carefu? when introducing a god as a dramatic
character. Abhinava remarks: yadi ru mukhyatvenciva devacaritarh varnyate
tatiavadvipralambhakarunadbhutabhayanakarasocitam cennibadhyate
tanmanusacaritameva sampadyate pratyuta devanambhidhayadhanarm
prasiddhivi-ghatakam. ratra cokio dosah; vipralambhadyabhave tu tatra ka
vicitratd rafijanaya etatpramanatvitl. ala eva hrdayasamvado 'pi devacarite
durlabharh na ca testim duhkhamasii, (Abhinava on Natyasastra 18, 10). This
may be translated as: “If one wers to present a god as the chief character [in a
play], and if he were (o be shown in situations evolving the rasas, (the emotional
ethos) of love in separation, pathos (felt for the character), wonder (at his deeds)
or fear (for him), then this will amount to turning the god into a human being,
resulting in incredulity and thus hampering the desired effect, especially if the god
is also given a well-known name. This is indeed, the reason why a god as a
{dramatic] character fails to arouse sympathy in a viewer, since the gods do not suffer”
It is here also worth quoting Bharata’s seemingly strange maxim that, gods
when shown were to be shown in the background of the land of Bhairata and not
in their own godly abodes. The reason Bharata gives is that in celestial abodes
there is no sorrow or unhapiness (Naryasastra 18, 98-99). Bharata obviously
aimed at giving some semblange of suffering humanity to gods when
presenting theni on the stage.
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obviously poses many problems at both the technical as well as
aesthetic levels. There is, firstly, the problem of space: the
panoramic human world has to be staged on a very much
reduced area, a tiny platform. There is also the problem of time:
years have to be shown within hours. There is, above all, the
problem of recreating emotions and feelings, the inner life of
man which is the greater part of the human condition.

Drama attempts to selve these problems in different ways.
Some of the more tricky problems involve the use of theatric
devices and conventions. These Bharata includes within the
natyadharmi. Natyadharmi in Bharata thus embraces a host of
things. It is the name given to the proper deployment of stage
space, the use of stage props, of costume and make-up, and the like.
It also denotes such stage conventions as the ‘aside’(svagara),
the stage whisper (janantika) and what was known in Sanskrit
drama as the akafa-bhasita: this was used by a character when
conversing with someone not present on the stage. The character
in such a situation, uttered both parts of the dialogne himself.

Theatre is a composite art. It uses for a dramatic purpose
many arts which are in themselves quite independent. It makes
use of poetry or poetic speech (apart from the more normal prose
diatogue), dance or stylised dance-like gestures and music. These
are deployed in drama to express feelings and to create the intended
atmosphere, moaod or ethos. Their use is also naityadharmi, and
may be called the more ‘inner’ aspect of the natyadharmi.

Bharata gives a long list of items that he calls nazyadharmi
(Natyasastra 13, 70-86). I quote a few verses from a passage
where he speaks of the use of music, poetry and dance:

“When characters, uiterances and feelings are shown as
over-reaching the normal, when the mode of acting breaks out
into graceful dance-like movements... then we have the
characteristics of natyadharma.!

“When speech is intoned in a song-like manner, when

H arivﬁkyakrfyapetamatisarwaribhﬁvakanwlﬁl&fzgahﬁr&bhz}tayark natyalaks
analaksitam (Natyasastra 13/73). )

L
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language adopts poetic graces and when a man does not appear
as himself, then we have the natyadharmi mode.”

“When the natural condition of man in sorrow or in joy is
expressed through the use of music (ariga) and (heightened)
acting, then we have natyadharmi. A drama should always be
performed in the natyadharmi mode because the desired
evocative effect cannot be achieved without music and
(heightened)} acting”.?® .

In introducing the notions of lokadharmi and natyadharmi,
Abhinava makes interesting observations: Drama, he says,
employs both these modes of representation with the aim to
recreate human condition and experience (lokasvabhavamevanu-
vartamanam dharmidvayam). Man is variously motivated and to
show him as he is on the stage is the equal concern of both
lokadharmi and natyadharmi. That is why, says Abhinava,
Bharata speaks of them in context of play-acting. There is, he
adds, nothing in drama that is outside the scope of the human
mode of being (laukikadharma); natyadharmi occurs wherever

2 svaralankarasamyuktamasvasthapurusasrayam yadidrsarm Bhavenngtyarn
natyadharmi tu s@ smria ibid 13, 74.

In using the phrase ‘asvathapurusasrayam’ Bharata may have been referring to
the transfiguration of a character in certain situations — as of Vikrama in the
fourth act of Vikramovarsiyam - and the resulting change in the mode of acting,
which tlien becomes more dominated by song and dance. Abhinava says that
the phrase refers to women assuming, the garb of men: ‘yatra puruso na
svaripe tisthati api tu stribalamasrirya; prayojyah purusa yatra na
svarfipasthah api tu striyd prayuiyate tanndtyadharmi’. In ancient drama men
characters were sometimes acted by women. The Kugtanimatam for example,
speaks of an all-women performance of Rarnavali (see verse 801, where
women are said to have assumed the role of the hero and his friend). This was
nétyadharmi, also in the sense of being a theatrical convertion, for the audience
was aware of the male characters being actrally women,

3 yo'yam svabhavo lokasya sukhaduhkhakriyaimakah/so figabhinayasa-

myukto ndtyadharmi prakirtita// natyadharmi pravrttan hi sada natyanm
prayojayet/na hi engabhinayatkificidrie ragah pravartate// Natyasastra 13, 81
and 84.
In the first verse above Abhinava explains anga as: angairatodyadibih.
Commenting on the second verse, he makes a similar statement: agani ca
gitarodyani. Arga clearly refers to the musical content of a dramatic
performance.
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ordinary human behaviour is raised to a higher piich for
producing greater dramatic effect (rafjanadhikyapradhanya-
madhirohayitum) through the multifarious artistry of the poet
and the actor.” However, though dependent on loka, and
employing the ‘natural’ mode of representation, the space
created by natya, or drama, is, in a basic sense, natyadharmi.
Abhinava explains the relation between the lokadharmi and the
natyadharmi through the analogy of a sculptural frieze:
lokadharmi is the ground, the well (bhirti) upon which the
natyadharmi is chiselled like a frieze.”

From what has been said of the natyadharmi, it should, I
think, be evident that this is not an element peculiar to Bharata’s
theatre alone. All theatre empolys it in some form or the other. It
is also employed in films in ways analogous to theatre, and,
indeed, in ways borrowed from the theatre.

Music has always been one of the chief natyadharmi
elements in all theatre and dramatic tradition everywhere. It
plays a large part in films, too, and pervades even the most
realistic filim in the form of background music. In India it is
introduced within the dramatic action itself and made integral to
the plot and narrative. This is, so to say, taking a kind of logical
step and bringing that which is evocative in the background into
the foreground.

Ancient Indian theatre made use of music, both as
background accompaniment as well as in the form of songs

4 ratha hi loksvabhavamevanuvartamanam dharmidvayam, loko noma
Jjanapadavasi janak. sa ca pravritikramena prapaficitah. tatprasangenaiva
tavaddharmyayaia, sa cangikaSesaraya vaktavya... sa ca dvedha. yadyapi
laukikadharmavyatirekena narye na kasciddharmo’sti tathapi sa yaira
lokagataprakriyakramo rafijanadhikyapradhanyama-dhirohayituh kavina-
tavy@pare vaicitryam svikurvan natyadharmityucyate. Abhinava on Natya-
sastra 13, 70. )

5 laukikasya dharmasya malabhitarvannatyadharmarh vaicitrollekhya-
bhittisthanat-vaditi. Abhinava. ibid.

The word ullekhya in this passage has clearly been used in the sense of a frieze.
The verb wllikh has the sense of ‘to chisel’, ‘to chip’ and the like, besides other
denotations: see Monier-Williams’ Sanskrit-English Dictionary.

i
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within the plot itself. Theatric songs were called dhruva.
Abhinava, in an expressive phrase, describes the dhruva as:
ndatyasamagrimadhyanimajjitanijasvaram’,' meaning that the
dhruva had a distinct voice in the totality of the diverse elements
that together created a dramatic whole.

Bharata observes that drama without songs is bound to
remain ineffective and unevocative just as a painting devoid of
colour.”” He further says that songs should be used not only to
lend colour to a dramatic show, they should rather be interwoven
into the very fabric of the drama. Commencing his section on
music, Bharata begins by speaking of the integral relation
between song and drama. He conveys this point through a
metaphor: “song, instrumental music and ratya (i.e. such
elements of theatre as play-acting) are disparate factors which
are produced through quite different skills. But they should be so
brought together as to create a single, undivided alatacakra'®
Alata means a torch, a fire-brand. An aldtacakra, was a fiery
circle, produced when a fire-brand was skilfully rotated.

Abhinava, too, speaks of the intimate relation between songs
and drama as a whole. He explains the relation as that obtaining
between the uparanjoka and the uparafijaniya. Drama was the
aesthetic whole, the uparafijaniya, to which songs provided

16 Abhinava uses this phrase for characterising the function of the dhruvd, in
his introductory comments on chapter 33 of the Natyasasira.

7 yatha varnadrte citram na shobhotpadanary bhavet/evameva vind ganarm
natyar na gacchati sukham//Natyasasira 32, 425,

¥ gvam g@nam ca vadyarh ca natyari ca vividhasrayam/alatacakrapratimarn
xartavyar natyayoktrbhin//. Natyasastra 28, 7.
Commenting .on the phrase vividhasrayam, Abhinava observes that various
different skills need to be combined to produce a drama through quite distinct
artistic endeavours. Moreover, they were apprehended differently, through
different sense organs. They were to be carefully brought together to form a
whole: yasmadvividhasrayam bhinnendriyagrahyavividhakrivaripam
tasmadyatnenasyaikata tatsampadya, yenaikabudhivisayat@ samajikasya
gacchet. For a more detailed discussion concerning this important insight of
Bharata, the reader may like to see, ‘Bharata and the Art of Mixing Structures’,
an earlier essay in this collection. The essay was actually written much later
than the present one.
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aesthetic aid, uparafijana.”

Occasions for the use of theatric songs, or dhruva, were
numerous in ancient drama. They had as many occasions as there
are human moods and emotions. Dhruvas were, however,
categorised into five types on the basis of their role and function
in the theatre. These types were: priaveSiki, niskramiki, prasadiki,
aksepiki ahd antara.

Ancient theatre was saturated with dhruvas. Even exits and
entrances of characters were heralded through a dhruva:
pravesiki, as the name indicates, announced an entrance;
niskramiki announced exits. Prasadiki and aksepiki were more
integrated within the dramatic action and were deployed to
depict ethos and sentiment essential to the plot.

Bharata lays down that appropriate dhruvis should be sung
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during a performance with an eye tc dramatic intention
(arthavidhi): time, place, season, character and the sentiment that
is to be conveyed.” He lists a whole gamut of emotions, moods
and situations where appropriate dhruvas could be sung. There
seems to be hardly any shade of human feeling or nuance of a
sentiment where a dhruva could not be used. An appropriate
dhruva could be employed in situations of anxiety, zeal or
longing (autsukya), or even in situations where a character
dissimulated his real feelings (avahittha). Dhruvas could express
moods of reflection (cint@), lamentation {paridevita), dejection
(dainya) or misery (visdda). They could be sung in situations
pregnant with turbulent emotions, whether of the pleasant or
unpleasant sort: they could be used to express extreme joy or
feeling of awe and wonder as well as violent anger, agitation

o d ni (avega) or perplexity (sambhrama). They could be sung in a
evarn g@nam ceti ndtyam tavaduparaiijaniyam... ata eva ht m f quiet . — . .
gitavadyanatyakrta-siddhirityukteti kim pradhanam kimangamiti bhage ood of g happiness (prasada) or _C'ne of remerflbenng things
sarsayyate. piirvameva tu siddhiniriipane etdvara prayogatvamiti parijfiatan. past (an.:usmar ana) or at the first joyful meeting of lovers
tasyoparafijaniyatokt@ bhavati madhyavasthitena ca siddhiniripane (navasangama), or, indeed, in any mood of love (§rigara)
i akanksivaduparafijakvargo’pi spasta eva bhavati.. ki caivam sati The parallel with Hindi films is. I think palpable. Any lover
siddhyadhyaye gitavadyavaisamyadi kimartha-mucyate. praktana eva of film music will be able t ? o b f hi
i samadhanavargo vuktah. uparafijakopaskrtasya nBtyasya naryateti ) - able to n_ame @ number of song-hits
i I bhedyavatatpasca-dupattam. This may translated 2s: *And thus should music expressive of the different moods listed in Bharata’s prescription.
i ﬁmacl:t}on, (acting aS) anwm;g)ﬁtl? ﬂ}catrc,dwttali]ch is intcnd;.d as 1the main a?sg;;tli_(; The prescription, clearly, continues to hold sway.
o goal (uparaiijaniya). Wi is in mind, the success of a performance (s i : T ~ . )
- has been seen as a (mixed) rendering of song, instrumental music and nztya Hindi film-makers are, howgver, hardly aware of their roots in
i (the actor’s art in rendering a script). A question (however,) could arise as to Bharata. They do not expend much thought on why they use songs.
i ‘ which of these three is really the main aesthetic goal (intended by Bharata). They do not seek aesthetic explanations or vindications. Songs are
= i This has been made clear in the preceding chapter (no. 27) concerning ‘siddhi’ used because they make a hit both on the screen and off it. The more
birar | (“success™), where the nature of how a performance (should fit together ) has i th t£ul of the £ . .
P been spoken of. There (in that chapter) its (i.e. natya) being the main aesthetic ] oughtful o e ilm directors who are busy making popular films
i ‘ goal (uparafijaniya) has been articulated; (nétya) occupies the centre of perhaps consider songs as an anomaly, but for them, too, it is an
. Elf: attention. What i§ required as aesthetic aid in order to complete a (m‘z_.tytf) anomaly which has yet to be made use of to plcas e the ses
fim 5] performance (Fkanksivar), has also been clearly spoken of there. But if this is R
i "s0 (one might ask,) why does the chapter on siddhi include a (separate) B eyamarthavidhin jrava desakal i tathalprakrtivi bhavalingarh tu
- |'1 description of wh_at makes for error, disorder or _d.lsharmony (vazgamycf) in rl_ae ato yojya dhruva budkaib// Natyasastra '32’ 378, ¢
g use of song and instruments? The answer to this has already been given (in 2 Natyasastra 32, 310.320,
" what is said above). A narya, indeed, becomes a naiya only in association with Abhinava, commenting on Natyasastra 29, 13, quotes a fairly long passage
N its aesthetic aids (such as music); this is the reason why (music) is spoken of from a treatise attributed by him to Kagyapa who has given a much longer list
G I afterwards (in chapter 28 and the following chapters); this is done in order to than Bharata of sentiments and sitzations where a dhruva could be effective.
= distinguish its (funcuo.n, which is a subsidiary one).” Abhinava on Natyasastra Kadyapa also names the melodic forms appropriate for dhruvas expressing
. 28, 7. - different feelings.
* B :
3
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(filmdom’s ultimate justification for everything ). Better directors try
to make use of songs with greater dramatic sensitivity. Still, I fee%
that they are never really happy with the idea of inserting songs in
every film. The ordinary viewer has no such qualms; he thinks of
the songs as natural and essential.

In ancient times songs were accepted as a part of drama not
only by ordinary viewers but also by the thoughtful and the
aesthetically discerning. Ancient theorists have not only
prescribed the use of songs they have also tried to formulate an
aesthetic rationale for this convention.

Kasyapa, an old theorist, quoted by Abhinava, makes an
elucidating remark: “The impact of the dhruva song”, he says “frees
the viewers from their normal egotistic preoccupations (nijévesa)
and produces a state of consciousness devoid of the dross of self-
interest upon which the dramatic ethos of the moment (prastuto
rasah ) can be readily stamped”.” Abhinava himself makes a similar
observation in commenting upon the dramatic effect of the prasadiki
dhruva upon the viewer. He says that the poetic impact of a lyric
blended with the spell of subtle and graceful melody brings the
audience round to a receptive state of mind in which a rapport
with the dramatic mood is quickly established.? '

That music has great powers for creating a desired ethos or
mood, is realised by all theatre producers and their counterparts, the
movie-makers. We see that music is a potent tool in the hands of a
skilful stage director or 2 modern movie-maker. He makes use of
music not only within the play or the film-narrative proper, but even
before the play begins. The aim is to create the right atmosphere and
transport the audience away from their normal every-day concerms.
We thus have music even when the film titles are being shown;
indeed, music of some kind is played to us right from the moment
we enter the cinema hall, even before any image is projected on

2 dhruvagenannijavefe tyakte niskaladhijusam/samajikandm hrdaye
niskramet prastuto rasah// See Abhinava Bharail on Nagyasastra 29, 13.

B Kavyagatenotkarsena ragapras@dasya jaryamsakagitivarnalankirasya
saubh@gya-krtasya s@mdjikahrdayari tanmayibhavapattiyogyatamarmano
Jjananamiti gitiSobhaya va prasadayojanah. Abhinava Bharati on Nagtyasastra 32, 314.
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the screen. Ancient stage directors, too, realized the importance
of music in this respect. Kalidasa has noted the effectiveness of
music in winning over the attentiveness of the andience to the play
being staged. In the staged prelude (@mukha) to his Abhijiiana
Sakuntalam, the stage manager (sutradhzira) asks his wife, the natt
to entertain the audience with a song and after her song remarks:
“Well sung, Lady. Your melody has so enrapt and stilled the
audience that they seem like people painted on a canvas. Tell me
now which play should we entertain them with.™*

Abhinava speaks of the same effect in more general terms. Tn
the context of discussing the acsthetic process through which
theatre creates rasa (relish), Abhinava talks of the ancient
auditorium and the atmosphere pervading the auditorium before
the play began. The auditorium, says Abhinava, is full of
delightful objects, of beautiful sights, sounds, smells and lovely
sophisticated women. This was enough to charm the mind of
even the aesthetically untutored (ahrdaya) viewers away from
their usual preoccupations and prepare them for the dramatic
spectacle. Music and songs were two major factors responsible
for creating this ‘trans-normal’ atmosphere of the auditorium.”

Songs employed within the play proper were dhruva songs.
Two of these, prasadiki and Gksepiki, we have said, played a
great dramatic role within the plot.

The purpose of the prasadiki (from prasada, to clarify, make
glow or brighten) was to heighten or intensify the ethos of
a situation or a sentiment. Abhinava gives an illustration
from a typical scene. Rama’s sorrow after the abduction of Sita
could be expressed through a prasadiki, which wounld deepen the
pathos of the moment. Pr@sadiki could be used in any similar

# siirradharah: arye, sadhu gitam, aho ragabaddhacitavritiralikhira iva
sarvato rafigah. tadidanirh katamatprakaranam@srityainamaradhyamah.
Abhijfidna Sakuntalam, Act. 1.

* nijasukhadivivafibhiitasya katharh vastvantare savvidarm visramayediti
taipratyithavyapohanaya pratipadzrthanisthaih sadharanyamahimng sakala
bhogyatvasahisnubhih Sabdadivisayamayimi (mayai) ratodyaganavicitra-
mandapapadavidagdhagankadibhiruparafijanar: samasritam. yenzhrdayo’'pi
hrdayavaimalyaprapty sahrdayikryate. Abhinava Bharati on Natvasastra 6, 31.
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situation.?® It could also be used to re-establish a mood which had
become disturbed through the introduction of an adverse element.”

The function of @ksepiki was more complex and dramatic.
Through @ksepiki a prevalent mood or sentiment could be
abruptly and violently altered by the ‘@ksepa’ or sudden intrusion
of a contrary element. Abhinava gives two telling examples. One is
from a play called Udattaraghava. The play is not available but
the script was based on the familiar Rama-story and Abhinava’s
point can be understood without difficulty. There was a scene in

the play where Rama and Sitd were shown in a tender loving
. mood; suddenly an angry Ravana enters, and-sings a song

expressing his anger and violent design towards Rama who had
disfigured his sister and killed his kinsmen. He sings:

“Stop, wretched hermit,

where are you off to ?

you have humiliated my sister,

and given me extreme pain.

The fire of my fury

is further fanned by yet another tormenting wind:

for you have destroyed

my kinsmen, such as Khara.

I will quench this fire now

through the torrent of blood

gushing from your mutilated body

and your cleaved heart.”

This song, Abhinava aptly adds, was to be sung in a fast

turbulent tempo. The prevalent soft mood of the scene was thus
utterly shattered by this sudden intrusion of impending violence.?

 of. Abhinava Bharati on Natyasastra 32, 31.

2 ya ca rasantaramupagatamaksepavasat krta prasadayati. riga-
prasadajananim vidydt prasadikim twwn tu. Natyasasira, 32, 314

B 1arraksipyamanarasa ya diptatayad drutd. tatha udattaraghave ramasya
prastutasrig@rakramollanighanena: “are tapasa sthiri(ro} bhava Icvedanfrfz
gamyate. svasurmama parabhavaprasava ekadattavyatha. kharaprabhri-
bandhavodvalanavata-sandhuksitah. taveha vidaribhavattanusamucalacchoni-
taksar@cchuritavaksasal prasamamety kopanalah.” ityading (ravanavakyena).
Abkinava Bharati on Natyasasira 32, 313.

N
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The second example of the aksepiki is from the Venisamhara
by Bhatta Narayana. Asvatthima, the sor of Drona, is ready for
battle. He hears a great uproar from the battlefield and imagines
that this is the outcome of his father’s war-like deeds. He is full
of elation and sets out to meet his father. Suddenly from the
background someone sings a plaintive song in an appropriately
slow, pensive tempo: ‘O where now is your father”. Aévatthama
was thus being told of the death of his father. The prevailing
mood is controverted totally.”

These instances are interesting in themselves. But what is
more interesting is that they reveal how even in matters of detail,
the tradition of using song in theatre, and thence into films, has
continued almost intact. Like Bharata’s theatre, Hindi films too,
have their prasadiki and their aksepiki dhruvas. Instances
of prasadiki, where the ethos of the moment is intensified
through song are so numerous and obvious that they need not be
exemplified: lovers sing .of their joys or sorrows; brothers and
sisters express their mutual love through songs; mothers,
daughters and sons do likewise, and so on and on. There is hardly
any sentiment which cannot be accentuated through a song.

The use of @ksepiki, too, is common enough. An example or
two might bring the point home. In an early episode of the film
Johny Mera Nam we are shown a scene where a man (played by
Devanand) clandestinely meets a woman (played by Hema
Malini) for the purpose of exchanging stolen valuables. The
meeting takes place at the small railway station of Nalanda, and
an atmosphere of suspense and mystery pervades the whole
scene. Police officers on the trail of the girl suddenly appear and

advance towards her. For a moment the girl and her companion
can see no way of escape; tension mounts, when with .an
unexpected abruptness, the man and the girl start singing a love
song (‘vada to nibhaya’), pretending that they are lovers on a

* yatha vakyakarnanena milarasasydyksepyasya tu raysya masrmye. sthiteti
vilambitd, yaikGsvatthGmno yuddhavire kramolanghanena: ‘kuto’ dyapi te
tatak’ iti nepathyasra-vanadi tasya karunarasasya. Abhinava Bharatl on
Natyasastra 32, 313.
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rendezvous. The tense mood falls apart and is superseded by a
mood of playful love. '

In another recent film, Bobby, we again come across an
aksepiki like use of song. An estrangement occurs between the
young lovers, around whom the story is woven, in the second
part of the film. The girl is angry with the boy who pursues her
to Kashmir. She is irreconcilable and the boy suffers mental and
physical torments. At last when the boy is about to give up and
go away after making a final attempt at bringing her around, we
see him moving away from her teat. Suddenly, the silence of the
night is broken by a group of Kashmiris singing a sffi-like song
about the greatness of love (dholr@ main ni bolnd). The hero
stops 1n his steps; the girl, too, comes out of her tent and slowly,
as the effect of the song seeps in, we see her mood changing
from that of sultriness into tenderness.

There is also the famous scene in the film Tere Mere Sapne,
where we see the hero going away dejected from the home of the
heroine after she has rejected his proposal of marriage. Suddenly
the heroine sings a song of love and acceptance to him through a
window (jaise ra@dha ne mala japt) and slowly but surely the
whole mood changes.*® Film goers will, we are sure, recall many
similar episodes where a song plays a decisive role in effecting a
dramatic transition from one mood to another.

Another remarkable parallel shows that the link between
Bharata’s drama and Hindi films is even more intimate. A
dhruva, Bharata says, could be either @rmasamstha (sung by one
self) or para-san’istha (sung by another).’! Abhinava explains the
difference through an examaple. Rama’s sorrow at Sit3’s
abduction could be expressed through a song in two ways: either
Rama could himself sing of his sorrow: this would be
armasarhstha, or Laksmana could sing a song expressing the

* J owe a note of gratitude to friends and colleagues in the Department of
History And Indian Culture, University of Rajasthan, especially to Dr. G.S.P.
Misra, for suggesting these examples.

3 dvividhaty tu smrtar sthanarh parasmthimasasrayam. Natyasasira 32,
317.
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pathos of the situation: this was para-sariistha. The aim in either
case was to express Rama’s feeling.?

We come across the dtma-samstha and para-samstha in
Hindi films also. The @tma-samstha is cornmon enough. The
instance quoted above from Bobby provides and example of
para-samstha. The para-samstha sometimes assumes strange
modern disguises. For example a heroine may not sing of her
sorrow herself, but might switch on the radio where a song will
express her feelings. Songs sung by wandering sadhus, or by
boatmen often serve a similar purpose. The SONg sun mere
bandhu re in Sujara, sung by a boatman, for instance, is
employed to express the unexpressed longings of the heroine.

Music in film-songs has certain marked characteristics. One
basic principle of composition followed is that the musical
content should remain subservient to the dramatic purpose. This
entails some limitations upon music making. The poetic content
of a film song (except in some rare cases) is its primary content.
The aim of the song’s musical content is to play up or highlight
the poetic content and give it additional effectivity. The musical
content cannot break loose of the poem as it does in classical
music where the musical form dominates. Therefore in film
music great care is taken to keep the words of a song undistorted
in order that the meaning is not lost in the intricacies of pure
music as often happens in classical forms. This is quite natural,
for music here is a tool serving dramatic ends.

Bharata has articulated this point in terms of a rule: ‘melodic

2 yathd ramasya sitadiprayuktavipralambhe tadasrayameva kadacit
patrantariisra-yanena. yatha tasyaiva vipralambhe laksamanasraye
nitaramahurityatra, tadaha. paras-amsthatmasamsrayamiti. parasthagatari
laksamanasya. ammasrayar rdmasya. ranu va parasyssau karuna eva bhavati,
na ki rame vipralabdhe laksamanasya vipralambhah. kevalos tadduhkha-
duhkhitasyasya karuna... etaduktarii bhavati. laksamanasya karune vinayocite
masrpa manthare gane prayuktepi tu rimavipralambha eva prayojakibhavati.
Abhinava Bharati on Natyasasira 32, 317. The point Abhinava is making is
that although the rasa evoked by Laksamana’s singing is kzruna and not viraha
Srrigara, the karuna in such an instance is occasioned by viraha and helps to

heighten it.
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figures which tend to put too great a distance between sung
syllables should be avoided in a dhruvé, or else the meaning of
the song will be lost to the audience and the very purpose of a
dhruva will be defeated”.*® This rule holds good in films too.

We notice, that music in films is quite unrestricted by many
of the rules of melodic formation that the high-art forms of
classical music have come to acquire. Film songs aim to create a
programmatic, theatric effect rather than a sustained musical one.
Composers feel free to use and mould any form into any shape
provided they can produce the desired effect and elicit andience
response.

Ancient composers, too, were similarly given a relatively
free-hand in composing music for dhruva songs: the true
measure of success for a dhruva was its dramatic effectiveness
{though dhruvas had come to acquire certain formal rules or
guiding patterns which Bharata and other theorists have noted).
Abhinava has, in a long passage, given a list of formal rules that
were binding in the ancient high-art form of classical liturgic
music called gandharva; these were either flaunted or loosely
handled in the dhruva. X

Darice too was an essential element in Bharata’s theatre.
Much of the acting itself was stylized, hence dance-hike. Dance-
proper also had its recognised dramatic use. A significant section
of the Natyasastra is, therefore, devoted to dance-techniques.

A major use of dance was in the kaisiki vrtzi. The notion of
vrti is an important notion in Bharata’s concept of the theatre.
The term is often roughly translated as ‘a mode of acting’. But it
denoted more, for it signified the over-all dramatic tenor of a
particular situation, of which the mode of acting was just one

B saptaripagald jiieya alankara budhaistvime/ naite sarve dhruv&svi,s;tﬁft
Sruti (Srotr) varnaprakarsanat. na hi varnaprakarsasiuw dhruvanarn
siddhirisydte... yasmadarthanu-ripa hi dhruva kﬁry&rthadar.s’it.:hih..
Natyasastra 29, 26-27 and 29. Abhinava comments: ‘nanu vi(cz) rthasyaiva ‘kl
tatra pradhanyam. varne va (ca)lank@rabalena prakalpyamanarthapratitivig-
hatite’ pyatitesvaksaresvanusandhanamasambhavi.

3 Abhinava Bhgrati on Natyasastra 33, 1.

G -—ﬁﬂq.ummﬁ "
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constituent, though a major one. Bharata speaks of four vrztis.
Kaisiki was one of these. Tt has been described as a mode of
presentation where actors and actresses appear on the stage in
pleasing and colourful dresses, women predominate, and the
atmosphere is full of song and dance: the whole mood and action
is such as to arouse feelings of love and eros. Kaisiki was, in
general, the name given to any dramatic action that had grace,
colour or softness.® The aim was to create an atmosphere of
flirtation and light-hearted gaiety. Conversation was dominated
by playful banter or narma; and dance with music helped to set
the right dramatic tone. Kaisiki often served as the setting in
which love was born and grew. The Kaisiki mode was thus
important in any play with love as a major theme ¥’

The opening scene of Harsa’s Ratnavali provides a good
example of kaisiki. King Udayana, the hero, is shown in a care-
free mood; it is spring and the whale town rejoices in the
festivities of the season. People dance and sing on the streets.
The king watches from atop his palace with his friend, the Jjester
(vidisaka). Two young maid-servants approach him, dancing a
mirthful dance and singing a song of spring and love. Playfully,
the jester, too, joins them in the dance. His comical artlessness
adds broad humour to the spirit of mirth. The stage is set for the
unfolding of the story of love between Udayana and Ratnavali.

Damodara Gupta (8th century AD) in his Kuttanimatam
describes the above scene from Rarmavali as it was actually
rendered in performance. The scene opens with Udayana

¥ ya slakspanaipathyavisesacitra strisariyutd@ ya& bahunrtragiti/
kamopabhogapra-bhavopacara tanm kaifikirn vritimuddharanti. Natyasastra 20,
53. For a more detailed discussion of the concept of vriti see, “Bharata And The
Fine Art of Mixing Structutes’, in this collection.

¥ Cf.: raudridirasabhivyakiavapi kartavyar yo "bhinaya upadiyate
so’pyanupr&—sava!ana‘vananadyEmakasundaravaicitryasyﬁfmgzaya, dufislisto
‘$lista eva v& na rasabhivyakiibeturbhavatiti sarvatraiva kaisiki pranzh.
Abhinava Bharasi on Natya-sastra 1, 44. :

" Commenting on ‘Natyasastra 1, 44 where kaifiki is described as:
“nrtt@rigah@rasampanna rasabhavakrivémika; Abhinava makes the following
general remarks about this vriri: “srgararasasya tu namagrahanamapi na
tayd vinag sakyam."” ‘

’“:
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watching the townsfolk, men and women, young and old, all
dancing the joyous, erctic dances of spring and singing songs to
match the bacchic mood. They dance uninhibitedly to the
accompaniment of music and revel in an exchange of coarse,
bawdy remarks.*® They sing festive songs, their breath short with
the exertion of the dance. An old man breaks into a solo dance
to the accompaniment of Ioud music, claping his hands to the
rythm* A young woman, intoxicated with wine, sings: ‘May it
ever be spring, when one can freecly embrace the man one
desires’, and she proceeds to do so.4!

These details of bacchic revelry that were shown on stage are
missing from the script of the play. Harsa only hints at them
without giving any detailed stage-directions for their
performance. From his script one could even get the impression
that the revelry was not to be actually performed but only
suggested poetically. But actual productions evidently deployed
stage actions as described by Damodara. It was through such
action, exuding an atmosphere of mirth, song, dance and eros,
that the kaisiki mode was realized.

The scene as drawn by Damodara Gupta, reminds us of
scenes similar in intent (though perhaps not quite as broad in
tone)' which are common enough on the Hindi screen. One can
think of a number of films where the action opens with a picnic
scene: where the mood is playful, mirth and music rule the day
and, inevitably, there is song and dance. The stage is set for love;
and, indeed, the picnic scene is often the scene where boy meets
girl and the two become enamoured of each other. Besi'de_s a
picnic-setting for song and dance and love, we have other similar
settings in village-fairs or rustic dances or even (as in the

* nrtyati paurajanaughe provaca vayasya pasya pasyeti/ tulya-

Sisutarunavrddhar samaguptlaguplayuwvatipracestam/aganitavlcyavacyar
kridanti }anﬁb. pravrddhaharsah. Kuttanimatam, 882-883.
» garrayasasamutthitabahunihsvasaprakimapadagitam., ibid. $39. ‘
“ tiiryaravavyamisritakaratalataloddhatam pran_{‘rycmtam/muhurupz
Jjataskhalanam sandarfitadardhyasausthave sthaviram. ibid., 890. N ]
1 astu vasantah satatam svadhinabhistajanasamasiesah iti/géyanti
rabhasadalifigati madavaangruni ibid. §91.
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Ratnavali) the festivities of spring itself. These certainly provide
examples of the kaisiki as presented on the Hindi screen. Their
occurrence is not due to any conscious adaptation of old forms,
but as in the case of songs, these modem versions of ancient
forms are informed and moulded by a continuing tradition which
works at a level beyond conscious design.

Besides serving to create a prelude for love, kaisiki was also
employed to express love itself. Sequences in films where lovers
express their love, singing and dancing with much mirth and
gusto should, I think, be also counted among examples of kaisiki,
Bharata indeed, seems to prescribe such expressions of love in
enjoining that ‘joyful dance should be used to express love
between man and woman®.#

Indeed, in Hindi films, lovers dance only when expressing a
joyous, triumphant love. Separated lovers or lovers who have
fallen apart do not dance, though they may sing. Curiously
enough, Bharata has a dictum: ‘dance should not be employed in
situations showing a girl who has been jilted by her lover or is
away from him or has quarelled with him’ %

In movies dance is also presented as a kind of show within
the show. Often the heroine is an accomplished dancer, and
she is made to appear in a stage show. The hero is among
the viewers and love dawns. Such scenes also have their
prototypes in ancient plays. The most well-known instance is

Malavika’s dance before Agnimitra in the second Act of
Kalidasa’s Malavikagnimitram

“ yattu samdrsyate kiﬁcz'ddc‘zmptyarmadanairayam/n_rrmriz tatra

prayokiavyar praharsarthagunodbhavam, Nagyasastra 4, 306.

® khanditg vipralabdha va kalahantaritzpi va/ yasminnanige tu yuvatirna
Trttari tatra yojayet. Natyasastre 4, 308.
It must be noted, however, that the purport of this verse- and of the one quoted
in the last footnote — within the context of dramatic action is not clear. Only
mrtta, pure dance, is fobidden unless the situation is one of joy. This does not

expressive of a joyous mood. The fourth act of VikramorvZ§iyam is an obvious
instance. A similar wse of dance must have been made in other plays, too.
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Such a show within a show was technically known as
natyayita. Abhinava Gupta explains raty@yita as an occasion in
the play where some of the protagonists themselves become
audience to some action or spectacle within the play itself, The
analogy Abhinava gives is that of a dream within a dream.*

Natyayita, thus defined, is a broad category. Malavika’s
dance in the Malavikiignimitram or the staged dances shown in
Hindi films clearly form one class of natyayita. The scene in
Ratrnavali, described above, with Udayana watching the festivities
of the townsfolk, also falls within the definition of natyayita.

In Hindi films dance performances also assume other forms
of natyayita. Because dances presented as shows in films are not
always stage dances, they are presented in other ways, too. We
have street dances or group dances or festive dances or just
impromptu dances, with one or more of the main protagonists
dancing, others watching, or in an inversion of this theme, with
one or more of the main characters dancing to an audience of
casual observers, not otherwise figuring in the story. These are all
dances that may be said to fafl within the category of the natyayita.

Dances presented in this manner are sometimes nothing
more than spectacles, their connection with the narrative being
extremely thin. Often, however, they are integral to the action.
Cabaret shows, for instance, are almost 2 must in Hindi films.
They are brought in whether they f{it in or not. But at times they
serve a dramatic function. They help lure the ‘good’ hero into a
life of crime and dissipation. Dance as seduction, which such a
dance may be called, is sometimes woven even more firmly into

“ tasmadirthametad vyékhyatvyam: iha yadd svapnopyekaghano dr§yate
tanmadhyata eva ca kim dr§yamanam parasya svapna eva jagradrii-
pat@mapéadite svapno’yam maya drsta iti varnayate, tadd jEz“gmdap-ek._sayc‘z
svapnavyavahr@rah, na tatra paramarthika ityaupacarikam tadapeksarh tasya
svapratvamiti tasya svapnayitavyavaharo drstah. evamih@pi natya
ekaghanasvabhiive hi sthite tatraivAsatyen@tyanupraveSannatyapatresu
samajikibhatesu tadapeksayd yadanyam natyam tasya tadapekgayii
natyarapatvam pidrmérthikamiti n@tydyitamucyate. tacca dvividham
natyaripakanisthameva va karyantaranistham va. Abhinava Bharati on
Natyasastra, 22, 48.

I
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the fabric of the plot. The scene in Victoria No. 203 where the
heroine (acted by Saira Bano), playing for time, dances an
erotically suggestive dance, wearing nothing more than a towel
— to the one-man audience of the villain (played by Ranijit), is
one instance of such a use of the dance. Here the dance is clearly
an integral part of the action, for without it the heroine would not
have been saved from the prurient intentions of the villain and
the story could not have taken the turn it did. A similar scene is
the scene in Johny Mer@ Nam where the well-meaning lady-
friend (Padma Khanna) of the hero (Devanand), dances a
seductive dance in the villain’s (Premnath’s) hideout in order to
save the hero. In the film Loafer there is a scene where the
heroine (Mumtaz), who has been forced to act as a ploy for a
gang of criminals, walks coolly into the hero’s (Dharmendra’s)
room, and without wasting a single word, begins a dance
soliciting his love. She succeeds, the hero falls in love with her,
and this is a crucial event in the narrative. Instances of this sort
can be multiplied ad infinirum.

It is difficult to say whether such a use of the dance was made in
ancient theatre, too. Surviving scripts do not provide examples. Yet
it is not difficult to see that the use of natydyita as integral to the

- plot was not totally absent. Consider Malavika’s dance in the

Malavikagnimitram. It was the dance of a gir] offering herself in
love 1o her lover (the accompanying song has the phrase ‘I pine for
you my lord’). Agnimitra’s friend, the vidisaka, rightly,
interprets the dance as Malavika’s offer of love to the king %

We see thus that Hindi films use song and dance in a
manner analogous to ancient theatric practice. We usually do not
think of Johny Merd Nam and Malavikagnimitram as being
connected in any way. But once we begin to see the connections,
we can have a better understanding of much that strikes us as
incongruous in Hindi films.

“ ‘bho vayasya catuspadavastulkar dvarikrtya apyupasthapita atms
tatrabhavatya’ Malavakignimitram, Act 11
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CHAPTER - TEN

Bharata and the Hindi Film Revisited

I had argued in an earlier paper’ that the so-called popular
formula-oriented or masala Hindi film uses — though perhaps
without conscious purport — theatric devices, which may be
understood as constituting a kind of culturally-rooted narrative
grammar, articulated much more self-consciously in the
Natyasastra. My concern in that paper was to demonstrate,
through examples from various films, that the use of song and
dance as an integral element in a film — both in unfplding its
action as well as its sentiment or ethos (rasa) — was part of an
ancient practice, the roots of which could, in fact, be traced back
to Bharata’s famous treatise on theatre.

The present paper seeks to re-examine the earlier paper: Fo
extend its scope, criticise it, question it, offer comments on it, in
short to reformulate it in the light of what I have thought on the
subject since I wrote it. But before I do that,_ let me sum it up in
brief. The paper begins by asking a question which was born of
an uneasy, unsettling feeling I have had — and I presume other
have had it too — watching certain kinds of scenes in a typical
Hindi film, where the mode of narration undergoes a strange and
sudden change, and as we move through an action which is
realistic enough, flowing naturally in surroundings presented in a
natural, lifelike mode, when suddenly as through the force of a
magic mantra, the whole thing is transported to another pla-ne.
The characters who had been behaving naturally suddenly swing
into a song and dance, the language of speech changes from
prose to poetry, the whole action seems to move out of reality

! “Bharata Muni and Hindi Films™ published in Jiji@sa: A Journal of the
History of Ideas and Culture, the University of Rajasthan, J_aipur, vol. 2,
No. 2, April 1975, pp. 84-106. The essay has been printed here just before the
present one.
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into a kind of trance-like, dream-world. And there it remains
suspended till the song and dance sequence ends, and we switch
back again to a natural mode.

The transformation from the natural to the dream-like song
and dance mode, was what appeared as strange and unsettling to
me. But most Indian viewers take it in their stride. To them there
is nothing strange about such a switch in the narrative mode
from the natural to the dream-like. In fact, such switches are
quite expected, and people would readily point out when they are
appropriate. Their nonoccurrence when they should have been
there, is what might strike the ordinary viewer as strange. How
does this happen, and why do Indian viewers accept such
switches in the very flow of the story as quite in order ? This was
the question I had asked myself. The answer, I thought, 12y in the
ancient roots of the Indian theatrical tradition, roots which still
sustain the popular Indian theatre, of which the film is in its
central intent only a modified form. This led me to Bharata and
his Natyasastra.

Drama, Bharata says, imitates the world, But this imitation,
he adds, is a na@tyadharmi imitatiton; that is to say, it is
essentially theatrical in nature. Tt transforms as it-imitates.

" Because it must. It is just not possible to imitate the world on the

stage without filtering it, mediating it, hence modifying it,
through the use of certain conventions and devices which belong
not to the world but to theatre as a medium of representing the
world. Creating this ‘imitation’ world, — or perhaps a more
appropriate description would be a “virtual’ world — moreover,
is not an arbitrary activity. It must be communicated to a large
audience, making them feel that what is being represented is
indeed an evocative spectacle drawn from the world. This is
patently not possible unless the devices which theatre uses to
project the world on the stage are accepted as ‘natural’, that is,
‘natural’ to the world of theatre.

Translating reality on to the stage presents many problems.
First, there is the problem of framing: the vast, literally limitless
world has to be imitated on a stage, infinitesimally small by
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comparison. Different theatrical traditions adopt somewhat
different conventions to overcome this problem. Bharata’s stage
used the device of kaksya-vibhaga for the purpose. The stage
was divided into different sections or segments representing
different parts of the world, land, water, forest, city and the like.
Another device, that of the jandntika was necessary because the
theatre not only imitates the world but seeks to communicate this
‘imitation’ to others. Jana@nrika was the ‘aside’, where two
persons converse without being heared by ‘others present on

- the stage, but, of course, by every one in the audience. This a.

device found not only in the Indian but also the western
theatrical tradition. Other devices included the use of props’,
costumes, make-up and the like which Bharata’s theatre —
indeed most theatre -~ uses for the purpose of recreating the
world on the stage.

Such devices, in Bharata’s conceptual scheme, were
included under what he called the n@tyadharmi, the mode of
presentation peculiar to theatre as theatre. Such devices are an
essential part of what can be meaningfully called the formal
grammar of theatre, which like the grammar of a language that
we converse in, must become second nature to us, in order that
we may use it with spontaneous ease. Natyadharmi devices
raust, in other words, become accepted samayas, or in other.
words conventions internalised by author, producer and audience
alike, if they are to work at all.

The natyadharmi devices, noted above, were geared towards
the imitation of the outer world. It is more difficult, and also
more important for theatre to represent the inner world of feeling
and thought. For this is what theatre is really about. Bharata
includes devices and conventions under the natyadharmi which
aim at representing the inner world of feeling and thought on the
stage. The natyadharmi for this purpose takes recourse to music,
dance and what Bharata has called the ‘heightened’ language of
poetry. Most theatrical traditions use such natyadharmis. But the
mode of employ is not always the same. The theatre of the west
and following it the film — uses music as a natyadharmi;
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but it uses it in the background, except for such, special
prodcutions as the ‘opera’ and the ‘musical’. In traditional Indian
theatre — and following it in the Hindi film — music is used not
only in the background, but also in the foreground, as song, and
this is done not in a special genre but in all films whatever its
theme: mythological, fantastic or realistic.

The use of song and dance as a part of the very fabric of
theatric representation has been accepted as an internalised
samaya — convention — in the Indian tradition. ¥t has even been
canonised by Bharata who was revered as a more than a human
authority. It has thus become part of the very grammar of theatric
form for centuries, through Bharata to modemn times, being
employed in both classical and folk forms. It is internalised as
part of the namral language of theatre, and hence of the Hindi
film. Its use, therefore, causes no unease, except to those of us
who have become alienated from the tradition, and to whom the
traditional theatric language seems ‘unrealistic’. We are ready to
accept music in the background — since the west accepts this,
though this is hardly realism — but music as song in the
foreground, as a part of the action itself, seems to us unnatural
and upsetting.

This was the thrust of my argument in the paper which I
propose to revisit here. In order to demonstrate how rooted in
Bharata the use of song and dance is as a natyadharmi, 1 had put
forward examples from the film that matched Bharata’s precepts
not only in principle but also in the details of theatric usage. The
examples were meant to illustrate two ways in which songs and
dances are, T think, integral to the narratives preseated in Hindi
films : (1) as means for expressing emotions and (2) as an
essential part of the action itself, forming a crucial element in its
very narrative movement.

Examples illustrating the use of song and dance for
illustrating emotions or sentiments are so common and pervasive
in the Hindi films that it should not be necessary to cite
exampels. There are hardly any emotions for which one cannot
find a number of songs, or song and dance sequences, though
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some emotions, as is only to be expected, engage greater

attention than others. One might even be able to work out an

interesting history of the changing taste in emotions and -
“sentiments over the last few decades as reflected in the films —a

reliable mirror for the popular psyche — if one were to take the

trouble. o

Examples of songs and dances as integral to the flctlon 1'fself
do perhaps need to be illustrated. I had given some lllustratlons.
in my earlier article. But I would like to give here a few new
ones to show that the practice is deeply ingrained, and by no
means given up in more recent films. I do not think that I need to
give more than two or three examples, for these shot.lld be
indicators enough and suggest others to the reader, who might be
able to think of even more telling ones. My first example is from
Namak Halal, quite a box office hit'in the recent years.

A cabaret dancer (Parveen Babi) is hired to kill a rich hotel
owner (Shashi Kapoor). But being a Hindi film heroine and so
essentially good by nature, she undergoes a change of heart,
helped in the change by the attraction she feels _for the hero,
Shashi Kapoor. Her change of heart is obviously 1m;_10rtant for
the story, and is projected through a song which s%le sings tg the
accompaniment of a dance she perforros in Shashi’s hotel. “The
hunter has fallen in love with the prey, a target of her own
arrow”, she sings? and the viewer can how be assured, that
despite all appearance to the contrary, no harm can come to
Shashi from her. Later in the story, we have another song and
dance by her, even more intimately woven into the action. After
Parveen’s feelings for Shashi - and his for her - have been more
overtly established in the story, she invites him tc_> a party on her
yacht where she is celebrating her birthday. She sings am_i dan?es
for his benefit when he arrives, but the performance is belgg
used by the villain as a cover for a plot to kill him, a plo't in
which she is forced to become a party. Her purported object is to

2 shikari khud yaham shikdar ho gayﬁ/cafﬁyﬁ tir jo mujhi pe cal gay@/saiyyad
ko bulbul se pyar ho gaya.
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lure him to a spot where a latch will open by the weight of his
body and swallow him into the sea where a killer, impressively
dressed up in a scuba diver’s costume, awaits him. The plot goes
awry because of the timely intervention of Amitabh Bachchan,
the other hero in the film, but the moot point is that the song and
dance are a part of the plot.

Let me give you yet another example, this time from a film
named Pyari Behna. There is a scene in the film, a typical
enough scene, where the hero (Mithun Chakravarti) and the
heroine (Padmini Kolhapure) — a poor but good looking, and
rather earthy, girl whom Mithun’s sister, dearer to him than his
Iife (the pyari behna), had invited to live with them — express
their love for each other for the first time. The scene is set in a
charmingly green, inviting landscape, traditionally considered
the best suited for such activity, as part of the uddipana vibhava,
a condition for the arousal of the mood of love, srigara rasa.
Mithun, an electrician with the Railways, is sitting idle in a
trolley, when Padmini comes and joins him. They had obviously
been in love for some time, but it is now that they express it,
singing and dancing and frolicking in the love-arousing
landscape, leaving the trolley unattended, Suddenly, there is an
emergency somewhere along the railway track. Mithun is needed
immediately. A bell begins to ring insistently in the trolley. But
Mithun is busy making a louder noise nearby, singing, the now
famous song, ‘tum na batao® with his beloved. He cannot hear
the bell. His failure to do so is a turning point in the story,
resulting in all kinds of disasters and complications.

These examples should be -enough, but here is an another,
this time from a farce entitled Biwi O Biwi. The story is a
comedy of errors with two look-alikes, both played by Sanjiv
Kumar. One of the two Sanjivs is a retired army officer, a
widowed middle-aged man with an only daughter. He is played
as an exaggeratedly comical disciplinarian, a civilian-hating
officer, who is yet afraid of his mother like an over-grown child.
The other Sanjiv is a rogue, a cheat Living by his wits. The hero,
a young civilian (Randhir Kapoor), falls in love with colonel

_
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Sanjiv’s daughter, and she, as is to be expected, with him. The
marriage is fiercely opposed by her father, who will have nothing
to do with a civilian, but it has the blessings of the girl’s
domineering grandmother. Meanwhile, Sanjiv, the cheat, an
expert in impersonation, comes to know about the colonel, who
is a rich man, and being a lock-alike, should be ecasy to
impersonate. He enters the colonel’s house dressed as the
colonel, and asks for the keys of the safe from the colonel’s
mother, and then proceeds to rob his lock-alike, making away
with a big loot. A curious and startled Randhir Kapoor spies
Sanjiv during the act. It strikes him as not being quite in
character, and secretly follows the false colonel to the park
where the cheat has a tryst with his ‘Molly’. The false colonel
proceeds to sing and dance with her with great gusto, happy over
his success. This song and dance also acts as the trigger for a
series of the kind of confusions we associate with a comedy of
errors that the film is. Jt forms an important link in the narmative.
For the now completely baftled, astounded and enraged Randhir
Kapoor, not knowing that the cheat is not the colonel himself,
takes the colonel to be a double-dealer with a concealed
personality quite at odds with the one he assumes in public.
Randhir denounces the colonel to his mother, initiating a series
of humorous confusions. _

These examples, from different kinds of films, will, T hope,
suffice to illustrate that song and dance play an important role in
the action itself. I will, however, also like to add here guite
another use of song and dance strongly reminiscent of Bharata’s
usage. I had not spoken of it in my earlier paper, since I had not
been able to see the parallel then. But recently, on watching an
old movie, Boy Friend (made perhaps in the fifties with Shammi
Kapoor and Madhubala in the lead), and half a dozen new ones,
1 could not miss it. _

Every important character on Bharata’s stage was introduced
with a song called the pravesiki dhruva, an ‘entrance song’. The
song served the purpose of letting the audience know the kind of
person who is being introduced into the story. The character
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came on the stage accompanied by appropriate words set to
suitable music, as he moved and danced around the stage with
befitting gestures and gait, before entering into the story and the
action. In Hindi films not every important character is introduced
to us with such a song. But the hero very often is. I will give a
few examples. Let me begin with the old movie Boy Friend. The
story opens with Shammi Kapoor, the personable hero, the good
man at heart, imprisoned for petty theft, coming out of jail. And
then with a song we get to know him, his temperament, his
desires, as he sings and prances and dances atop a moving train,
travelling to Bombay. The song he sings reveals his heart for us.
He is clearly not a thief. Circumstances have made him

- wayward, but if he can find the right girl who will love him and

cherish him, he will return to the ‘world’, the social world of
upright people, a good and worthy citizen (mujhe apna yar bana
le, main ho jaun sansdr ka). The song, and especially the dance,
also introduce to us his likeable, but impetuous, non-chalant,
devil-may-care character. Immediately after the song, we find
the stage set for the hero to meet the woman (Madhubala)
who will turn him to the path of virtue. Afier a series of
misadventures, this, as expected, is exactly what happens.

This is neither an isolated nor a dated example. Such
pravesiki dhruvas still continue to be an important element in
many Hindi films. Consider Namak Halil of which we had
spoken earlier, too. Amitabh Bacchan is the real leading
character. He grows up in the village with his grandfather,
becoming as a young man, a stupid, country bumpkin. His
disappointed grandfather sends him off to Bombay so that
experience might teach him a thing or two about life, and also to
stand on his own two feet (as the old man puts it). In Bombay, a
friend takes him to a very urbane and posh hotel, hoping to get
him a job there. It is with this incongruous event that the action
really begins. We see Amitabh now in his true colours. We get to
know him as he really is, and as he is going to be throughout the
movie. In the very ‘modem’ and rich éunoundings of the hotel,
he sings the immensely popular song, pag ghunghrii bandh mira
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naci thi, and good-naturedly dances to it with great gusto like a
dizzy bhanda. We get to know his clownish character, his
commitment to an ‘old-world” sense of moral values and his
yearning for love and life. This prepares us for what to expect of
him in the action to follow. We find Smita Patil eying him with
fond indulgence, he dances, as and moves into one odd antic
after another, and we know who the heroine is; expectations are
aroused in us of pleasant love encounters, again, of course,
through song and dance. And as the narrative moves our
expectations are fulfilled. _
In Biwi O Biwi we are introduced to the hero, Randhir
Kapoor, in the very first scene as the movie opens, and he is seen
dancing and singing on the steps of a temple. He is desperate in
his desire to get married, and pleads to God to find him a wife,
just any girl, so desperate is he (biwi dila do gori ho kali ho and
so forth). This, as it turns out, is an introduction both to him and
his story. In Shargbi, where Amitabh is again in the lead, an
altruistic young man, addicted to alcohol (to which he was
introduced almost in his cradle by his own widowed, extremely
pre-occupied father), we are introduced to him through a song
and a drunken dance. It gives us a glimpse into his friendly,
philanthropic soul and his yearning for an all-consuming true
love which will rid him of his nnwanted addiction to alc¢ohol
(pyar agar mile to har nash@ hai bekar). One is reminded of
Shammi Kapoor’s opening song in Boy Friend. :
The pravesiki is sometimes sung by two characters if both
are in the lead. In an old film, Victoria Number 203, Ashok
Kumar and Pran play two thieves with hearts of gold, and are
virtually the heroes of the film. They are also introduced with
a song, which sets the theme for the plot. In a2 more recent film,
Iman Dharam, two young men, Amitabh Bachchan and Shashi
Kapoor, who too are well-meaning rogues, appear for the first
time singing a song, ham jhuth bolte hain, manate hain/ log
jhuth bolte hain, manate nahin (We are liars but we accept
that ‘we are liars, other people lie, but they do not accept that

 they lie).
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I had argued in the earlier paper that the reason why the
effect of the song and dance sequences jar on our sensibilities is
because the Hindi film juxtaposes a stylised, theatrical,
naryadharmi mode with scenes which are more natural and
realistic. This is, I had said, an unconvincing and odd mixture of
two disparate tradititions which does not quite succeed with a
more sophisticated audience, and, further, the juxtaposition is
made rather crudely and mechanically. The reason for this, I had
argued, was that the Hindi film works consciously with western
realism and unconsciously with Bharatan stylisation without the
vision to fuse them into a single satisfactory whole. The camera
as a medium, I had stressed is geared to realism by its very
nature. It is the most efficient instrument ever invented for
recording life in its panoramic setting. No other medium
approaches it in this. This gives the film a greater capacity to
imitate life, at least in its outer appearances than theatre ever
could. In Hindi films, toc, the camera works as an instrument for
realism. And this makes the dream-like song and dance
sequences even more unsettling.

But I now have misgivings about this view. It seems to me to
be too facile. If the Hindi film really combines two radically
different modes of theatre in a mechanical manner, then it should
jar on most of its viewers. But a question remains. If to explain
why an average Indian viewer accepts the film mode of
presentation as natural, we must look into the tradition, where in
the tradition do we find the kind of clashing juxtaposition that
we find in the films ?

What I have just said can be put in Bharata’s words also.
How can a Hindi film succeed if it fails to build up a vrtti 7 The
term vrzti, in Bharata’s conceptual scheme, was the term used for
a total theatrical whole, a right, aesthetically satisfactory
combination of the various elements that theatre as an art puts
together, into a distinct whole: acting, music, dance, language
and narrative be mutually complementary and compatible. Vitsi
is obviously multiple in principle, and each can be achieved in
many ways. But surely one way to spoil a vreri would be to mix




RIRIRIRIR

>

LURIRIRIRS

;

LL U B

!

}

Ul

)y U b b

LI

H
¥

| o &/

160 / TRANSFORMATION AS CREATION

two entirely disparate modes of presentations : the realistic and
the stylised. And to spoil a vrri is to spoil ones chance for
siddhi, the success of a play with its viewers. But the Hindi film
does succeed.

The truth, I think, is that the Hindi film does not aim at
realism at all, except very superficially. It aims at creating a
world of its own, a narrow, simplistic world painted only in
certain primary colours, eschewing all mixed hues, the
complexities of real life. The narrative and the action of the film
moves entirely within this specially created hot-house world. It is
an ideal moral world governed by elemental, wish-fulfilling
laws. No character oversteps the boundaries of this confined
world. What appear as switches in the mode of presentation from
the realistic to the stylised are not really switches at all. They
follow and fit into the motif-governed character of this world.
They make theatrically appropriate sense within it. A character
swinging into song and dance is not being suddenly transported
into a new dream-world. He is already within one. All he is
doing is adopting a more appropriate mode for properly
expressing feelings and emotions. Within the world in which
he moves, this, indeed, is expected of him. The audience can
predict such switches in modes. It is no sudden, startling or
jarring affair.

It is not right to say that the Hindi film juxtaposes some
nétyadharmi elements which are a heritage from traditional
Bharatan theatre and mixes it incongruously with elements from
quite a different way of doing theatre. Indeed, the Hindi film has
much more of Bharata than a peculiar use of song and dance. Its
entire narrative or plot is also Bharatan in spirit. It is out and out
natyadharmi in intent and design, reflecting old Bharatan
narrative ideals as much as the mode of presentation. The
itivrtta, Bharata’s term for a plot or narrative, was fable-like, it
was invariably conceived as a success story. In Bharata’s organic
metaphor, the irivrria was to grow from seed to fruition, the final
fruit being moral and desirable. The goal-oriented movement of
the story was, however, not to follow a straight forward path for
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that would make it dull. The path was made purposely crooked.
It swerves away from the goal in order to make its realisation all
the more exciting and wonder-arousing. But this is merely to add
spice to the fable, and not to introduce real conflict or evil in it.
Right in the middle of the story, says Bharata, the seed that has
taken roots and is growing should disappear from our view, there
should be an attempt to put things right again, the end should
seem to be in sight only to elude us, and it is only in the end that
things should work out satisfactorily, and, of course
wonderously.® It was in the carving of this deliciously circuitous
route, and bringing it to life that the genius of the writers and
producers of plays lay. The attempt of the writers and producers
of the typical Hindi film is patently similar. The world they
create may be poorer and less sophisticated in many ways than
that of Bharata, but it certainly reflects the same theatric spirit,
not only in parts, but as a whole. Let me quote Bharata to end
with : “(The first stage in the itivrta, the plot) is mukha where a
seed is sown and it takes roots; along with it arise a variety of
(suitable) rasas (moods, sentiments), and meaningful situations.
This is how the mukha is to be presented (on the stage) in a
narrative. Pratimukha in all plays (is the second stage) where the
seed sown in the mukha becomes manifest. But as it appears it
also disappears. (In the third stage), namely, garbha, the seed
grows. It attains its end, and yet it does not. It has to be ferreted
out again. (In the fourth stage) vimarsa, temptation or anger or a
calamity (seems) to uproot whatever had been attained upto the
garbha. (But in the final stage) nirvahana, the meaningful events
of the mukha, where the seeds of the action were sown, and

) * This is my own summary of what Bharata says in Natyasastra, 19, 39-43: 1
give the original:

yatra bijasamutpattirn@niarasarthasambhava / kavye Sariranugaia
tanmukharh parikirtitam // bijasyodghatanar: yatra drstanastamivakvacit /
m!.fkhanyasta.wa sarvatra tadvai pratimukharh smrtam // u.c.ibhec;!;zsta.rya bijasva
praptirapraptireva va / punascanvesanar yatra sa garbha iti samjfiitam
g{:rbkanirabhinnabijc‘lrtka vilobhanakrto® thava / krodhavyasanajo vapi sa
vimarsa iti smrtah // saméanayanamarthingm mukhadyanarm sabijinam /
nangbhavoitaranam yadbhavennirvahanarh tu tat!/
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which had given rise to different situations and moods (bhava)
are brought to (fruition}.” _ _

The ideal here is the creation of an emotionally satisfactory
world of fulfilment; adversity due to negative sentiments or
deeds was so arranged as 10 add to the ultimate sense of
flowering and fruition, without detracting from it. .

It is not difficult to see why the dominating rasa in the
nirvahana, the finale, was adbhuta, wonder; nirvahane, kartavyo
nityam hi raso’dbhutah (N.S5.18,43). Events leading towards a
negative or tragic end were somehow to be brought arour?d to_a
satisfactory consummation, through ‘strange’ tumns or quirks in
the plot, or the help of gods. This was what created the adbhura
of which Bharata speaks.

CHAPTER -~ ELEVEN

An Enquiry into the Raga-Time
Association in the Light of History

Every Indian, at least every north Indian, whether he is a
lover of classical music or not, believes that the hoary forms he
is heir to, namely the ragas, have important esoteric aspecis
besides the musical. I wonld like to discuss in this eassy one
such aspect, viewing it.in the perspective of history. I refer to
what may be called the time aspect of a raga. Each raga, it is
commonly held, in order to be truly efficacious has to be sung or
played only at a particular hour of the day or night. A more
informed listener will even assert that belonging to a specific
part of the day or night is as essential a property of a raga, as its
tonal structure. He might then proceed to enumerate morning-
ragas, noon ragas, evening ragas, late-at-night ragas and just-
before-morning rzgas.

All of us, I am sure, have come across persons, obviously not
very musical, not quite capable of distinguishing one rdga from
another, who yet are deeply convinced that a raga sung outside
of its assigned hour creates a grating effect. Clearly, the notion
that a r@ga has inherent affinity with a certain part of the day is
very deeply ingrained in our culture. '

If you ask, ‘how does one know which raga belongs to what
hour 7, the answer will be unanimous: the scheme has been
fixed by a tradition reaching back to time immemorial. And, it
would be added, it is not a meaningless conventional scheme but
a living tradition’ which finds renewed sanction in the musical
experience of every fresh generation.

But one might then put a further question: if the matter is
one of direct musical experience, then the tonal or other more

palpable features that are felt to be associated with the ‘morning’
or ‘evening’ quality of .a raga can surely be identified and
distinguished. This seems an obvious question to ask and one
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would expect to find an answer to it in the older music.al texts,
but curiously enough, the first person to have askec_l it was a
comparatively recent musician and scholar of music, Pandit
Bhatkhande, whose works belong to the early years of our own
century. He was also the first person who attempted to_prc’mde
empirical tonal cognates for the ‘morning’, ‘noon’, ‘cv.emflg and
similar time-realted properties of rigas. The generalisations he
arrived at, found commeon acceptance and still remain with.ou’t
any serious rival. His might almost be tcrmt?d the ‘(‘>ff'101a1
theory in the matter, despite doubts and reservations felt in many
circles — reservations which, however, do not go beyond
matters of detail.

Whatever the merits of Bhatkhande’s analysis, the very f:act
that he considered it an important enterprise in understanding

and delineating Hindustani music is of great significance. He

strongly felt that the notion of assigning a spec_iﬁc hqur to every
raga was an essential element of Hindustant music, a major
distinguishing mark. And this feeling, plainly, was the guiding
motive behind his search for those patterns in ra@gas which markied
them as ‘morning’ or ‘evening’, and the like. In a, 1}ow histonf:,
speech made at the first All India Music Conference m_Bar?da in
1916, he enumerated twenty significant features which, in h}s
view, distinguished the Hindustani system, making it, in his
words, as a ‘system perfectly independent of the Southern or
Karnatic’.! He set these features out in twenty separate a1_1d
individually numbered clauses, of which as many as six, that is,
numbers 5-10 are concerned with the time aspect of ragas.

In clause number five he remarks: _ '

“Stated times of the night and day are assigned to particular
régas, according to a design which might suggest a psycho-
physiological basis™. - )

The next five clauses set-out certain specific features wl_nch
‘enable a singer or listener to approximately determine the time

! The speech has been reproduced as ‘A Short Historical Survey of the Music
of Upper India’, Bombay, 1934. See pages 41-42.
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of the rdga’. He draws our attention to the crucial importance in
this matter of the fivra ma, the combinations komala re-dha, ga-
nt and so forth — features which now form part of general
musical knowledge and standard musical theory.

Pandit Bhatkhande, as he himself stresses, spoke of the

notion of rdgas and their assigned hours with a specific purpose
in mind: namely, to distinguish the Hindustani system from the
Kamnatic system of music. Thus in his days it was only the north
Indian singers and listeners who felt that particular ragas belong
to particular hours of the night or day. South Indians, in contrast,
did not share a similar feeling about their ragas. Yet, though the
southerner’s music might be recognisably different from that of
the northerner, there is an equally recognisable affinity and
kinship between the two approaches to the art especially in their
delineation of ragas. Raga-pattemns, both in the south and the
north, are based on formal principles that stem from an identical
source and follow parallel streams of inspiration and
development, interacting with each other to a no mean degree.
Many ragas of north India have such close counterparts in the
South that even non-specialist listeners can recognise them as
almost identical forms. This obvious feeling of consanguinity is,
indeed, the inspiration behind a popular Vividha Bharati
programme where north Indian ragas are presented along with
their south Indian siblings to reveal close kinship. But if many
raga patterns in the south and north are so conspicuously similar
then they are bound to have formal features which are also
essentially alike: features such as the dominant or exclusive
presence of the #ivra ma, or the combination komala re-dha, ga-
ni and the like, for these are tonal features as characteristic of
Karnatic ragas as of their Hindustani analogues. Yet Kamnatic
music knows of no ‘morning’, ‘evening’ or ‘noon’ ragas.

The fact that there is in north India a definite design or
scheme within which different ragas have been assigned to
different hours of the day suggests, according to- Pandit
Bhatkhande, a psycho-physiological basis for making such an
assignment. He never, so far as I know, spelled out what he
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wished to indicate by speaking of such a basis. But if this basis is
1n any sense psychological or physiological then it must certainly
be also a universal phenomenon common to both north Indians
and south Indians, in fact, all mankind. Any sensitive listener, in
other words, should be able to feel the ‘morning’ or ‘evening’
quality of a raga. But no one except a north Indian, or a persor
duly initiated into the esoteric lore and conventions of
Hindustani music, really responds to this quality in rdgas.
It is thus evidently a response which has to be learned. It is
the product of a specific culture. If it seems natural and
Spontaneous to the Hindustani musician and listener, the reason
lies in the fact that it has been so deeply ingrained through
centuries of persuasive suggestion and habitual observance as to
have become a reflex, almost a second nature. But the truth that
it is a trained and not a natural response often shines forth in the
untutored reaction of listeners from alien musical cultures, who
though moved by a raga, fail to detect its affinity with a
particular time of the day or night. The perception of this affinity
has to be taught to them, and, of course, many of them prove
very dutiful students. But being a learned response it can also be
unlearned. In truth, as a purely musical experience gains roots,
and one begins to know and love a raga for itself, one is quite
able to detach it from such external associations as its relation
with a particular hour of the day. This is especially true of
practising musicians, who of all people are closest to the ragas.
Fox Strangways, writing almost contemporaneously with
Bhatkhande — The Music of Hindustan by him was published in
1914 — speaks of ‘advanced’ musicians who found no rmeaning
in ascribing hours of the day or seasons of the years to ragas?
Ragas, traditionally, belong not only to certain times of the day
but also to particular seasons. The traditions behind the two
ascriptions, seasonal and hourly, are equally old. The seasonal

* AH. Fox Strangways, The Music of Hindustan, p. 153. Interestingly, Fox
Strangways had his own peculiar theory regarding structural properties that
mark 2 rdga as ‘morning’ or ‘evening’. He believed that morning régas had
amidas ranging about G and the evening, about E. (Ibid).
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ascription, indeed, as we shall see, is perhaps the more ancient
one. The seasonal aspect of r@gas is no longer taken seriously
even in the north except in the case of a few rain or spring ragas,
such as the various malha@ras, basanta and bahara, and these,
too, are no longer kept tied down to their ascribed seasons, they
are much too beloved for that. Yet, we still believe in keeping
them confined to the boundaries of the hours within which they
have been restricted by convention. There is plainly an
inconsistency here: for if a raga is just as sweet out of its
assigned season, why should it not be equally sweet out of its
ascribed hour ? The psycho-physiclogical basis, if any, is certainly
the same in both cases. Bhairavi was allowed to break its bounds
restricting it to the early morming, without any adverse effect
being felt in its ethos. Who knows other ragas may follow suit.

Musicians, in any case, cannot strictly observe the time rule, at
least on the A.LR., where they often sing ‘morning’, ‘noon’,
‘evening’, ragas together in a single sitting. There are even signs
of unrest concerning this limitation ameng concert goers. People
have begun to miss moming rgas in concerts, for most concerts are
evening affairs. The south Indians too, once connected the ragas
to specific hours, as we know from the testimony of Ramamatya,
who wrote his Svaramelakalzinidhi in the 16th century, and is
one of the oldest and most honoured authorities in the south.?
They have given up the notion without any sense of loss,

It would be instructive to examine the history of the raga-
time tradition in the north, the weight of whose authority guides
us in associating different r@gas with different hours of the day.

Most of us have a quite dim and shadowy notion of the
antiquity and history of this tradition. If pressed we might say it
is as old as the r@gas themselves which are very very old.
Bhatkhande who was otherwise a very historically alert scholar,
calls it a centuries old notion, without being interested in tracing
its history in detail. He was of the opinion that though there have
been changes in the time of the day assigned to different ragas,

* Svaramelakalanidhi, See ‘raga prakarapa.’
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yet the concept that particular réga belongs to particular hours
has remained unchanged over the centuries. It was therefore to
be honoured.*

Looking up the old texts we find that the r@ga-time theory is
certainly not as old as the ragas themselves. The oldest ragas
that we know of are older than Bharata (2nd century BC to 2nd
century AD), who has left behind instructions concerning the use
of the grama-ragas in dramas. He makes no connection between
them and the hours of the day. The first major available text
written mainly about ragas is the Brihaddesi of Matanga. It
belongs to the Gupta period or somewhat after, and is usually
placed in the 7th or 8th century AD. The ragas in Matanga’s
days, comprised a rich body of forms including bhasa, vibhasa,
antarabhdsa, besides grama-rdgas and ragas proper. This was
already an old, well-entrenched corpus of music. Matanga speaks
of various gitis or styles of raga singing and of regional ragas —
r@gas born in or popular in specific regions® - but there are no
traces in him of a time theory, as we know it today.

Abhinava Gupta writing towards the end of tenth and
beginning of the eleventh century quotes an earlier authority
called Kagyapa, an ancient theorist whose date is unknown.

4 B.N. Bhatkhande, Adhunika Hindustani Raga-paddhati evam uske
Adhyayana karne ki Saralatama Vidhi — a speech published in Bhatkhande
Smrti Grantha. Khairagarh, 1966; see, p.439. Surprisingly, this does not seem
to have led him to ask certain disturbing questions which such a realisation
ought naturally to pose. One: Did the different réigas assigned to the same
hours of the day at different points in history, share cerntain tonal patterns in
common? This seems unlikely, and I believe Bhatkhande would have agreed.
Even if he were not to agree, another question arises: Were the tonal patterns
which affiliated these régas to certain hours of the day, the same as those
discovered by Bhatkhande? Again a difficult question to answer, but again the
answer probably would be ‘presumbably not’. What then are we to make of
Bhatkhande’s tonal affinities and their supposedly psycho-physical basis? This
basis has certainly not changed over the last few hundred years, but tonal
patterns corresponding to a particular time of the day appear to have done so.
How is one to explain this change?

3 of. ‘vangaldesa sambhita vangali divyaripini/esa hyantarabhasa vai
kalirige sa tu givate: Brhaddesi, p. 127 (Trivendrum edition). The second rdga,
an antarabhiisa, belonging to, or popular in, Qrissa was named Kélind:.
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KaSyapa speaks of the seasonal aspect of ragas:

“(Raga) prenkholita shonld be sung in spring, so should
malavapaii-cama. Takkardga, gaudakakubha, bhinnasadaja,
kaisika and bhin-napaficama are favoured in summer and the
subsequent seasons.”

Later sangifa texts bracket Kasyapa with Matanga and
Yastika and others as hoary teachers, Kadyapa perhaps may be
placed in the same period as-Matanga, that is the 7th or the 8th
century AD or perhaps, still earlier.

Nanyabhtipala, a king of Mithila, writing a century after
Abhinava Gupta, is the first person, I have been able to discover,
who speaks of a connection between musical forms and an
assigned hour of rendering them. Beginning his chapter on
ragas, (chapter seven) in his Bharata-bhasya, he connects
different gitis to different hours (yamas) of the day. The two
gitis, Suddhd and bhinnz are assigned to the first yama or
prahara (a three-hour period) of the day. The giti, gaudi is
placed at mid-day, vesarg in the first part of the day and
sadharana is said to be ‘sadhd@rana’ or ‘common to all hours of
the day’.

These gitis, as is well-known, were not ragas or similar
forms, but various styles of rendering régas, akin to the banis of
dhrupada and the different gayakis of present-day music.
Immediately after speaking of gitis and their appropriate hours of
singing, Nanya proceeds to proclaim:

“The bhasas of different r@gas fall within the same time
bracket (k@la) as the r@gas to which ihey are attached”.

He does not give details regarding the time of the day to
which specific ragas were to be rendered. He speaks only of the
gitis and their time. However, different groups of ragas were
assigned to different giris. The time of a rd@ga was presumably to
be known through its giti. What is more remarkable in this
context is that Nanya assigns gitis or ragas to specific hours

% Verses 74-75 of Natyasastra with the Abhinava Bhiirati, G.0.8 edition,
Vol IV, p. 78.
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not because of aesthetic, but religious reasons. Unlike the
listeners of today, he does not seem to have felt an affinity of
‘mood” or ‘ethos’ between a specific hour and a specific raga;
whal he said was that it is more ‘auspicious’ to sing a particular
raga, or a raga-like form such as bhasa, at a particular hour.
With this, too, he adds a rider: “All these (bhasas) are equally
meritorious and resuit in eternal merit whenever they are sung;
the rule concerning special hours of singing them is meant only
for added religious merit (sreyovisesaya).”™

For two or three centuries after Nanyadeva we have texts
which, for our purposes, may be devided into two categories:
those that speak of a connection between ragas and their hour of
singing and those that do not. Somegvara TII, another king and a
contemporary of Nanyadeva, who ruled in the Deccan in the
beginning of the twelfth century, has a big section on music in
his Manasolldsa. He speaks of no connection between r@gas and
hours of the day. The reason perhaps was that he was chiefly
interested m music as a vinoda, a source of aesthetic pleasure: he
is silent concerning the extramusical ‘auspicious’ qualities of
ragas.® This is not to imply that Somesvara was an irrcligious
man. Indeed, his section on song contains many hymns and ends
with the exhortation that the prabandhas (musical compositions)
he has spoken of, should be sung before the gods with due
devotion.® But he evidently saw no merit, religious or other, in
associating ragas with particular hours. His son Jagadekamalla,
too, wrote on music. Jagadekamalla’s Sangita Ciadamani is
also silent concerning rizgas and their specific hour of singing;

7 aparm SreyoviSesaya k@lasya niyamah smriaf/giyate sarvakzle tu sarva
nityartha-siddhaye, Ch.VII verse 7. The First word in this verse, apar, is
clearly a scribal error; it makes no sense. Nanyadeva had written asam,
referring to the bhasas. The edition of the Bharatabhasya, to which T refer is
edited by Chaitanya P. Desai, pub. Indirz Kala Sangita Vishvavidyzalaya,
Khairagarh.

8 His section on music, Chap. 16, virmsati 4, of Mamasollasa, is titled, ‘Gita-
Vmoda’

? Ibid, verses 559-560, p. 81, Vol.Ill of the G.0.S$ edition of the
Manasollasa.
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though it does, at least on one occasion, speak of a seasonal
connection, calling desihindola a spring-raga.'®

The two important texts after those of Nanya and Somesvara
are the Sang;ra—samayasara of Parévadeva and the Sangita-
ratngkara of Sa.rngadeva Samgadeva wrote early in the 13th
century. Par§vadeva’s date is not certain. Many believe him to
have been slightly earlier. Par§vadeva does not speak of any
connection between ragas and a prescnbed time of singing,
though he speaks of ragas in detail. Samgadeva however,
diligently notes the hour of the day against every raga that he
describes, using phrases like geyo’hnah prathame yame (to be
sung during the first yama or prahara of the day),
madhyame’hno geyah (to be sung during mid-day) and the like.!!
Samgadeva connects rrigas to seasons also.

Samgadeva had avowedly based his description of ragas on
earlier authorities, which he copiously names. We do not know,
however, his source for the ascription of hours to ragas. Earlier
works available to us, we have seen, do not make such
ascriptions. Nanyadeva makes a connection between gitis and
hours of the days, but his ruling is made very half-heartedly. The
time factor in his view did not do more than to add a little more
anspiciousness (sreyo—vzsesa) to the rendering of a r@ga. Perhaps
the ascriptions noted by Samgadeva were also made in the same
spirit. Sarngadeva speaks of no aesthetic affinity, a kinship of
ethos, between rggas and hours of the day. And it would not be
unreasonable to conjecture that he, too, like Nanyadeva, believed
that to sing a raga at a particular time made it more auspicious.
He may have been guided in this by Nanya whose work he
perhaps knew, for he was a very erudite scholar in sangita texts.

In any case, neither he nor the tradition before him provides
any basis for supposing that an intimate connection of ‘ethos’ or
‘character’ was felt by musicians or listeners between a raga and

1% See fn. on p. 75 of the G.O.S. edition of the Sargita-Chdamani.
" See Sangitaratakara, Chapter II, the ‘rdgavivek@dhyaya’, where such
instructions are appended with every raga.

(
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its hour of singing or playing. That was to come later.

A rule which is believed to lead to greater auspiciousness,
hence religious merit, tends to become a ritual and turns easily
into established convention or customary practice; it thus
becomes an ingrained habit; we keep following it even after
religious connections are forgotten. This is what seems to have
happened in the case of the ragas and their connection with
specific hours of the day.

éﬁn’lgadeva was greatly revered by authors who followed
him. His work was accorded an almost canonic authority. The
connection he made between individual ragas and specific hours
of the day became a convention with later authors, even though
the ragas themselves changed and the specific hours to which
rdagas were connected also did not remain the same.

In the beginning, the raga-time rule seems to have been only
loosely observed and allowed flexibility. Pandit Bhatkhande
quotes an old dictum to the effect that after ten dandas of the
night have passed any raga can be sung.”? Another dictum
quoted in the Sangita Darpana is that if a king so orders any
raga can be sung at any time."?

Gradually, as the habit of singing particular r@gas at
particular hours sunk in, it began to be thought that rigas please
only at their allotted hours — ‘yathakale samarabdhar gitam
bhavati ranjakam’, as Damodara puts it. An aesthetic connection
was thus made between a riga and the time to which it had been
allotted. Listeners and musicians began to feel that a raga was
deeply associated with an hour and so began to perceive an
affinity of ‘ethos’ between the two. The category of the aesthetic
was confused with that of the auspicious.

But it was only in modern times with Bhatkhande that an
attempt was made to discover structural denominators common
to riagas placed in the same time-bracket. Bhatkhande succeeded
in making a few generalizations which found great acceptance.

2 yathakale samarabdharm gitam bhavaii rafijakam/ dasadandat param
ra@tray kala-doso na vidyate// quoted on p. 439. Bhatkhande Smrti Grantha.
" rajiadesatsada geya na tu kalar vichirayet-Sangita Darpaha 2, 26.
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Modem Hindustani musical theory as well as practice have been
greatly influenced by his views and teachings in other ways too.

Yet people have found faults with his generalisations,
pointing out notable exceptions. And in any case, as I said
earlier, no one has ever tried to display and work out in proper
empirical detail the psycho-physiological basis which he
believed was the ground for the raga-time connection. It is one
thing to find commeon features in ragas that have been placed in
a single time bracket but quite another to show that this points at
a deeper psycho-physiological basis for the phenomenon. As will
have been clear from the burden of my argument, I think that the
association made between a r@ga and its allotted time is an
arbitrary association: it is not embedded in any universal human
response, but is culturally conditioned. This I have tried to show
through the brief survey of its history. This notion remains
localised in the north — the reasons for which I would like to go
into in another paper — and has been given up without any
adverse consequences in the sister system of the south. Even a
culturally-conditioned response may be valuable, but as I have
pointed earlier, a deeper musical response tends to undermine
rather than support the raga-time association.




CHAPTER — TWELVE

Some Thoughts on the Early History
of Ragamala Paintings

The history of rdga paintings shows two distinct phases. In the
earlier phase rdgas and raginis were conceived and painted as
sculpturesque icons of deities. Very few paintings from this phase
survive. In the middle of the sixteenth century we witness a
transformation in raga-portraiture: r@ga-images acquire movement;
they become dramatic, situational and poetic. Raga-malas from this
later phase are plentiful. When thinking of raga-mala, it is these
paintings that we generally have in mind. What I have to say here
has mostly to do with the earlier phase of raga paintings.

Since Sarabhai Nawab’s publication of the Masterpieces of
Jain Kalpasitra Painting (1956), it has become generally known,
that rd@ga miniatures had already come into vogue among Jain
circles in the last quarter of the 15th century. Nawab has also
pointed out the relation between the early raga paintings and the
descriptive raga-dhyanas given by the Jain author Sudhakalasa,
in his 14th century text on music, the Sangitopanisatsdroddhara.

Sangitopanisatsaroddhdra is believed to contain the earliest
known ra@ga-dhydnas. These raga-dhyanas, unlike the later,
more commonly know ré@ga-poriraits and descriptive verses, are
conceived in the manner of iconic delineations of gods and goddesses.

Ebeling in his recent Ragamala Paintings has mentioned what
he believes to be an earlier text on the subject, namely, the
Ragasagara. This text passes under the hoary names of Dattila and
Narada. Perhaps for this reason Ebeling places the text in either the
sceond or the eighth century AD! This conclusion does not seem to
have been reached by Ebeling on his own, for on this point he
quotes the authority of W. Kauffmann, who in his Ragas of North
India has dated the Ragasdgara to the period noted above, and has

! “Many believe that Narada belonged to the second century AD, and Dattila
to the eighth’.
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also quoted rdga-dhyanas from it.

The Ragasagara is, however, not as early as Ebeling thinks.
The reason why the text is sometimes attributed to Dattila or to
Narada is that it is written as a dialogue between Dattila and Narada
in the apocryphal manner of the Puranas. But apart from the names
of the two ‘munis’, partaking in the dialogue, there is nothing early
about the Rdgasagara. It is an eclectically put together text
containing diverse and sometimes not quite well organised matter on
various aspects of music. Verse 14 of its second farariga names the
13th century text Sangitaratnakiira and its author Samgadeva. So
the work was certainly written after him.? In classifying svaras, it
speaks of cyuta svaras; and, moreover, it gives a detailed time-
scheme for rendering various r@gas. Its rdga-dhyanas do not always
depict the melody in the manner of the icon of a deity, but include
dramatic or situational elements characteristic of later raga-malds.
These are all factors which prove the work to be late. Its aftribution
to Dattila or Narada is spurious. '

In truth, it is unlikely that the notion of a raga-picture, and the
related idea of versified raga-dhyanas (word-portraits of a raga),
goes back to a period earlier than the 13th century. The
Sangitaratn@kara written early in the 13th century has no raga-
dhyanas although it is a comprehensive work dealing in detail with
all salient aspects of contemporary as well as ancient musical forms.
Sangitasamayasara by the Jain author Par§vadeva may perhaps be
of almnost the same period as the Sangitaramakara: this work, 100,
has no raga-dhyanas. The earliest dated rzga-dhydnas are indeed to
be found in the Sangitopani-satsaroddhara written in 1350. This
work, as the name suggests, was an abridgement of the author’s
own, Sanglopanisat, written in 1324.> We can surely assume that

2 nanu ratniikare sarngadevena vikrtah svarah dvadasoliah kathar te tu
sapitaiva kathitah svarah. Ragasagara-2, 14. (MS 15015 of the Madras Govt.
MSS Library. Copy with the author).

% See Introduction to the G.O.S. edition of the Sangitopanisats@roddhara.

A seemingly earlier raga-dhyana also needs to be discussed here. Ram
Krishna Kavi in his encyclopaedic, Bharatakosa quotes a single rdga-dhyana
from Jagadekamalla (1134-1150). The authenticity of this dhyana is, in our
view, extremely doubtful. Kavi says that for quotations from Jagadeka he had
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this too recorded raga-dhyanas. ‘

There is another significant pointer towards the fact that
raga-dhyanas are a comparatively later phenomena. Réana
Kumbha of Mewar wrote a comprehensive treatise on music, the
Sangitaraja, in the 15th century; like the Sanigitaramakara itisa
detailed and thorough study of both ancient and contemporary
music. Unlike the Sangiraratnakara, it does have raga-dhyanas.
Many of these raga-dhyanas, with negligible modifications, are
the same as those given by Sudhakalaa.

consulted a MS of Jagadeka’s Sangiraciidamani which was incomplete and
contained only the chaplers on rala, r@ga and nriya. A Sangitachidamani has
now been published by the Gackwad Oriental Series (Baroda, 1958). The MS.
which Kavi may have consulted was not available to the editor of this edition.
The printed edition, too, has an incomplete text. Its section on raga does not
have many of the verses quoted by Kavi under the name of Jagadeka. Kavi
quotes the descriptions of many régas from Jagadeka but, significantly enough,
only one r@ga-dhyana. This is curious and unless the MS utilised by Kavi is
examined, the authenticity of this single raga-dhyana is bound to remain
questionable. Kavi has remarked: “There is a work in Malabar called Sdra
which is only a recast of Jagadeka's woik with later additions”. He adds,
“pgrévadeva (author of Safgitasamayastra) has incorporated Jagadeka's work
seemingly as his own™ (Bharatakosa, Introduction, p. iv). Par§vadeva, we
observe, gives no raga-dhyanas. Farther, SomeSvara, the father of Jagadeka,
and the author of Manaseligsa, which contains a large section on music and
describes many ragas, also gives no raga-dhyanas. All this casts great doubt
upon the authenticity of the lone raga-dhyana quoted by Kavi from Jagadeka.
We think that the guotation is really from the Malabar work cited by Kavi as

Sara- the work which Kavi calls a recast of Jagadeka’s treatise and which also -

has much ‘later additions’. It is not ualikely that Kavi has half-unthinkingly
quoted a dhyana from this work under the name of Jagedaka although the
dhyzina was a later addition.

‘Another circumstance which points at the spuriousness of the alleged dhyana
from Jagadeka is the fact that Kavi also quotes jari-dhygnas from him. Jaris were
ancient melodies, pre-dating régas. In ancient works like the Natyasastra and
Dattilam which describe these melodies, no dhydnas are given. The idea of
a jati-dhyana is indeed, entirely absent in subsequent works on music, too, where
jaris are carefully described on the basis of ancient works. Authors like Abhinava
(10th-11th centuries AD). NZnyadeva (11th century AD), Sarigadeva
(13th century AD) and even Rand Kumbha (15th century AD) describe jatis with
a great wealth of detail, but they do not speak of dhydna for these ancient forms.
Dhyanas for jatis were, evidently, composed late in an age when the idea that
every melody should have a dhy@ina had become well-entrenched.
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It is interesting to note that Kumbha does not give raga-
dhyanas for all the ragas that he delineates. He gives dhyanas
for only a group of comparatively later ra@gas. Evidently, raga-
dhyanas had come into vogue only lately and it was not yet
thought that every raga should have a dhyana.

The evidence leads us to infer that Sudhakalasa, the Jain
from Western Ind:a, is the earliest known author who gives us
raga-dhyanas. But certainly it would be hasty to assert that he
was the first to compose raga-dhyanas. This, however, would
raise the question: Can we trace raga-dhyanas which antedate
him ? We shall attempt an answer to this question. Our answer
has no claim to be conclusive, but we hope that it will throw an
interesting light on the subject. '

Introducing his section on raga-dhyanas, Sudhakalasa says
that the number of r@gas is as great as sixteen thousand, for each
of Krsna’s gopis had created a raga. It was, he adds, impossible
to know so many rdgas and only some had retained a well-
defined form.*

This seems to point at the fact that the notion of rdga-forms
had Vaisnava connections in Sudhakalasa’s mind. His remarks
indeed, lead us to interesting thoughts. Many of us are familiar
with the old story in the Vaispava tradition of how ragas and
raginis, personified as human beings, became deformed due to
Nirada’s fanlty singing.” This story is revealing for our purpose
in several ways. It occurs, what appears for the first time, in the
Brhaddharma Purana, a work of the Upa-purdna literature,
which is perhaps earlier than the Sangltopanisatsaroddhira of
Sudhakalasa. '

It would be worthwhile here to recount the Narada story as
given in the Brhaddharma Pur@na in some detail: Narada had once
called upon Narzyana in his heavenly abode, Vaikuntha, where

4 Sangitopanisatsaroddhara 3. 72-73.

5 Fox Strangways writing on Indian music in the early twentieth century,
mentions this story. But he does not mention the source of the story. Fox
Strangways, A.H., The Music of Hindostan, p. 75; (Oxford 1975, reprint from
the first ediiton, 1914). .
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Narayana was sitting with the goddesses Laksmi and Sarasvati.
Narayana requested Narada to sing. Narada questioned him about
the theory of music. Nardyana spoke to Nirada about nada and
svara, and also ragas and raginis. He spoke of six ragas, each of
whom had six raginis as his wives. Every riiga, he said, had also
a male attendent and each of the raginis, a serving maid.

After Nardyana’s instructions, Narada began to sing. His
rendering of r@gas was not what it should have been, and Sarasvati
derisively laughed at him. Narada became dejected. To cheer him:
up, Narayana took him around Vaikuntha. Narada saw at one place a
number of deformed beings and wanted to know who they were.
Narayana told him that they were the r@gas and raginis who had
suffered mutilation due to Narada's mishandling.

Nardyana then called upon Siva to sing. Siva sang a hymn
to Krsna in the rdga gandhara. The raga himself appeared
before those present. Another song was sung by one of Krsna’s
female messengers. Siva then sang again. His singing
caused one of the wives of gandhara raga, the ragini $ri to
present herself. Gandhararaga and ragini $ri have been
described as they appear. The descriptions bear definite and
unmistakable characteristics of r@ga-dhyanas; they are also
similar in spirit to those of Sudhakalasa. Gandhara is described
in the following terms:

Resplendent in ormaments of gold,

Beautiful beyond compare

With a hue like that of a fresh rain-cloud

He wears a yellow dress '

And holds in his hands a pair of lotus-flowers.®
Ragint $ri has a description similar in spirit:
She has an unstained body like fired gold

In her two hands she holds a pair of lotuses.
Wearing ornaments of a great variety

and a bright dress '

§ lasatsuhemabharanam somujjvalannavambudabhsamapirvasundaram

rhitapitambarapankajadvayam...
s Brhaddharmapurana, madhyakhanda, 14, 86.
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Sri ragini shines with a similing face.”

R.C. Hazra has analysed the Brhaddharma Purana in his
Studies in the Upapuranas. He opines that the Purana was
composed towards the end of the 13h century. Unlike many
other Puranas, the Brhaddharma forms a single unitary whole,
and it seems that unlike many other Puranas all of it was
composed at the same period.® If Hazra is right, then we have
here raga-dhyanas which antedate Sudhakalasa.

- Hazra’s main arguments for dating the Brhaddharma, which, he
says, was composed in Bengal, are therefore worth noting. The
Brhaddharma, he argues, is post-Jayadeva, because Jayadeva’'s style
is copied in the songs sung by Siva and by Krsna’s dizri.® The work,
he further says, is pre-Caitanya, for its Vaisnavism shows no
Caitanya influence. Hazra further argues that the picture of Bengal
reflected in the. Purana is of an age when Muslitn rule in Bengal
was yet quite recent and not yet total, since Hindu kings were
evidently important and stil! held some power. There are, moreover,
verses in the Purding which, Hazra believes, exhort these Hindu
rulers to muster arms in order to oppose the aliens.”® This he says
could have been meaningful only in the early period of Muslim
conquest. These are the arguments which lead Hazra to place the
FPurana late in the thirteenth century.

If the arguments are not clinching, they are surely suggestive.
Swami Prajfianananda, however, thinks that the Purana was
composed in the fourteenth or early fifteenth century.” He feels
that the system of music reflected in the Purana is a late system

7 Jvalatsuvarpamalacarukayika karadvaye padmayugafica bibhrati
viciirabhiisabharanojjvalamsuka sriragint rajatasasmitanana..,

Ibid, madhyakhanda, 14.93.

& Hazra, R.C., Studies in the Upapurapas, vol. 11, p. 461 (Sanskrit College,

Calcutta, 1963).
® The dhruva or refrain from the das’s song, in rdgini £ri, is as follows:
kesava kamalamukhimukhakamalam
kamalanayanakaloyatulamamalam
kufijagehe vijanetivimalam.

' Hazra, R.C., op. cit., p. 460,
! Prajfiinananda, Raga O Ripa (Bengali) p. 70, (Darjeeling, 1977).

]
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belonging to these later centuries. Now, it is certianly true that
the raga-ragini classification of musical forms recorded in the
Purana is of a comparatively later date, but there is no reason
to believe that this system was unknown in the late thirteenth
century. Sarigitamakaranda, attributed to Narada, contains such a
classification and it is perhaps a text of this period. Apar@jitaprccha,
a text which can be dated much more securely to the middle of the
12th century,? already contains a raga-ragini classification. This
text speaks of six rdgas and thirty-six raginis: each raga being
associated with six raginis, as in much of later classifications. The
raginis are spoken of as having emerged from the raga with which
they are associated.’* Yet a man-wife relation is also implied
between a raga and its associated raginis: a raging, it is said, should
be sung only with the raga from which it has emerged, for making
any other association would be like committing adultery.™

Though the Brhaddharma cannot be placed in a period
antedating the Sangitopanisatsdroddhara with absolute certainty,
there is a strong likelihood that the Pur@na is an earlier work.
And, what is more significant, like other Puranas, it certainly
contains myths and legends which were formulated before the
period when the Puréna was actually written down.

To my mind, one myth which shows a tell-tale sign of
belonging to a period prior to the Sargitopanisatosaroddhara is

12 M.P. Vohra and M.A. Dhaky: ‘“The date of the Apar@jitaprccha’, Journal
of the Orietnal Institute, Baroda, vol. IX., 1960.
3 The six rdgas listed are: Sri- -raga, Vasanta, Paficama, Bhairava,
Meghardga and Nattanarayana. Each has the following raginis:
§ri-raga: gauri, kola, gandhari, dravidi, malako§ika, devagandhari.
vasanta: hindold, kosika, ramagirl, padmamarfijari, gudagriva, desakhya.
bhairava: bhairavi, gurjari, bhasa, velavali, karnati, kalahariisa
paficama: trigund, khambhavati, Gbheri, kakubhg, virGri, savert.
megharaga: bangali, madhurl, kBmoda, sadhaka, devesrl, devamala.
nattanarg@yana: trotaki, motaki, dumbinafta, var@takad, gandhari,
sindhumalhari.
Apardjitaprccha, sitra 238, 15-21.
% yadragadyGh samutpannah givate tena tah saha/ yadanyathamisritam
taddusyate paradaravat//
Ibid. sitra 238, 22.
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the Narada myth we have just related. The reason why I think it
to be older is that here in this story we seem to see the idea of
raga-dhydnas taking shape in a seminal form as it were. The
story, I think, presents us with the mythopoeic process by which
riaga-dhy@nas came into being.

Musical experience convinces us that every raga has a rigpa of
its own and that this is a living, dynamic rZpa both in form and
spirit. Every raga, in other words, has a distinct personality. The
metaphor of a living and individual human being naturally comes to
the mind. It was certainly this metaphor which gave rise to the idea
of personified rdgas with rdginis as their spouses. Narayana’s music
lesson to Narada in the Brhad-dharma assumes the existence of such
personified rzzgas: a notion already present in the Aparg@jitaprecha.
But this metaphor of ragas in human form is then carried a step
forward by the Puranic poet and used to construct the allegory of
ragas becoming deformed in limb and body through Narada’s
rishandling. Later in the story, the Purana illustrates how a proper
rendering could manifest a raga in its undeformed, resplendent
form On this occasion the two rdgas ( a raga and a ragini) sung
by Siva, appear bodily on the scene as individuals. It was felt as
appropriate by the Puranic poet to describe these two ragas as
they appear as persons. The riagas, however, could not be described
as if they were ordinary men and women: they were thought to be
transcendent entities. 'The Puranic poet found it fit to describe
them in terms of iconic features associated with deities.

The raga-dhyanas occuring in the Brhaddharma seem clearly to
show a Tantra-like iconography. The Tantric pantheon had
innumerable deties both male and female. Each was characterised
distinctively, often for the purpose of making plastic images or
pictures. This resulted in a large gallery of iconic portraits, to which
new additions were ever being made. It was easy, and, indeed,
fitting, to multiply deities in the Tantric manner; a number of set
iconic elements had become established for the purpose which could
be readily handled, permuted and combined to form new iconic
forms. The Brhaddarma uses a well-travelled Tantric marga to

create new icons for ragas and raginis, which it saw as deities.
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The Brhaddharma Purana has definite Vaisnava leanings,
but it a136 evinces a great influence of Tantrism, which, 1_n
medieval times, exercised sway over every sampradaya. This
influence was felt all the more in Bengal where the
Brhaddharma was written. Its poet when caﬂed upon to portrgy a
rﬁga and a rdgini must have found it _the most natural of t!nngs);f
to employ the ready-to-hand and readily malleable repertotre O
ijconic forms in which Tantra was so rich. Elsewhere, tOf}, th;
Brhaddharma employs the same method in calling up nejv: iconic
pbrtraits, as for instance, in picturing the plant t_ruc.las:h‘S or the
twelfth day of the lunar month, dvadasi tithi as deltle.s-

The idea of a raga-dhyana can, 1 think, be traced thus to the
Narada-story in the Brhaddharma. The idea was not an enm:ely
novel conception: since early times it was believ-fad theix each musical
note had a colour, a varna (in the sense of soc.lal class) and also a
specific deity. though the note was not itself deified. What. was new
in a rdga-dhyana was that ragas themselv?s were turned into some
kind of minor deities, and portrayd in iconic forms. o

Once the idea of raga-dhyana was fomulate.d, it quickly
dissemninated and acquired various forms. The painterly forms
given to ragas have never been uniform. Throughqt{t the historgé
of r@ga painting, raga-portraiture has had many dlffere?.t, an
distinct schools. The very classification of rZiga's, and, 1r‘1deed,
even the names of r@gas that are included_ 1n d1fferent_hsts .of
major forms have followed different trafiltmr?s. T%xe_ raga-list

given in the Saﬁgitopanigatsaroddhﬁm is quite dlstm(.;t from
that of the Brhaddharama. The ra‘ga—dhya'na_s, to.o, are different,
though they follow the same Tant??—like 1c‘on1c pattern. Tnl'ie
Sangitopanisatsaroddhara has, in addlt}on, dhyan-a-verscs not only
for ragas but also for such smaller units of musical structures as

'8 Brhaddharma Purana, phirvakhanda, 8, 5-6. TulasT is described as:
s’yamc‘ir'zgi carwadana divbhuja smitabhasint
Safkhapadmakard fvetavasana yuvati .s:aii
nanalankarabisadhyd sindararunamalika. o n -
16 She is described as gaurdngl, pitavasand, dvibhuja and Syamaprsthika.

1bid., parvakhanda, 23, 51.
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tana, murchana, Sruti and svara. In some early Kalpasitra-
miniatures, these, too, have been painted as if they were icons."”

Raga-dhyanas and rdga-mala paintings, generally known
today are quite different in form and spirit from the descriptions
in the Sangitopanisatsaroddhara and from the raga paintings
found in late fifteenth century illustrated Kalpasiuizras. Later

" raga-mala paiotings and their associated dhy@nas do not portray

ragas as icons, but picture them as characters within some kind
of an episodic situation. A personified raga-form is presented
within what may be likened to a dramatic tableau. As a result,
unlike earlier ragae-paintings, the later raga-mala is marked by
action. A rdga is usually pictured as a man or a woman
performing some action, or as the centre of some action, within a
landscape or an architectural setting or an interior, or as is often
the case, a combination of these.

In a rdga-mala picture the character representing the raga is
usually easy to recognise. But the important thing is that it does
not alone represent the raga: the raga is represented by the
whole situation within which the r@ga-character forms only a
part. This is quite distinct from earlier iconic representations of
ragas where the icon of a personified deity was all important. In
later raga-malas, the situational or ‘dramatic element’ is so
important that in some cases where the painting of a raga shows
more than one person, it is difficult to say which of them
represents the r@ga. In a representation of the ragini syama-
kalyana, from an eighteenth century Deccan set (in the collection
of the Archaeological museum, Hyderabad, reproduced in
Ebeling, Ragamala@ Painting p. 203 fig. 99), two ladies are
shown sitting in a pensive mood. One has a female attendant
wielding a camara. It is difficult here, as Ebeling has also
remarked, to say which lady represents the ragini. Evidently, the
whole picture represents the ragini. In another miniature
showing the ragini vasanfi (reproduced in Ebeling, Ragamala

17 Nawab, Vidya Sarabhai, 419 Hiustration of Indian Music and Dance in
Western Indian Style, figures: 1-107. (Ahemedabad, 1964).
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Painting, p. 288), two girls are shown picking flowers. Again it
is not possible to say which of them is the ragint: apparently,
both together are.'®

Though a r@iga is shown within an episode, its picture is limited

to that one single episode. It is not made to move from one

episode to another like Krsna in a Bhagavata or a Gita-Govinda

set or.like Dhol in a Dhola-Mar# set. In this, the raga-image is

more like paintings illustrating nayika-bheda poers where every

painting represents a single specific situation. Indeed, if one sees

the same rdga in another situation, one can be sure that the’
image belongs to another school of riga-mala painting.

Limiting a r@ga to a single sitnation or image secems
surprising, for a raga as rendered musically, shows changing
moods unfolding over a period of time. Its visual representation
seems to demand a similar unfoldment through multiple images
woven together. The only ambitious attempt that I know of at
visualising musical movement through a series of suitably
changing images has been made by Walt Disney in his film
Froica based on Beethoven’s well-known symphony of the same
name. The dynamic movement possible in a film is not possible
in painting, yet the miniaturist could have represented a raga
through a set of paintings rather than one single miniature.

The images in later raga-malas are conceived as images
diffused with a poetic rather than an iconic spirit. The influence
of the riti poetry of the age, dominated by themes of love, is
palpable in many of the images. A great number of images found
in later raga-mal@s are obviously drawn from the nayaka-nayika
poems of the age. Their painterly-style or kalam is also modelled
on the representations of the n@yaka-nayika theme which
had begun to be popular among patrons of the miniature
during the fifteenth century and after. The earliest of the new
style raga-malas (middle and late 16th century) already echo the

1% The same difficulty of identification can be noted in the representation of
gajadhari, a putra of megha; surmanad, a putra of hindola and malava, a putra
of $ri, reproduced in Ebeling, RAgamala Painting p. 296. These representations
show two people engaged in a fight: either could be the rdga in guestion.
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style of early miniatures based on Vasanta-Vildsa (1451)
Cauraparicasika (1550) and Laura Canda (1550). ’

The changes in form that took place in the later raga-mala
are indicative of a change in spirit. What was an icon with trans-
hurn.an meanings was now brought down to a human plane
albeit with few exceptions as in the case of some ragas Eiké
Bhairava. The process of transformation is not very clear. Few
texts and paintings survive from the period of transition and
these provide no clue in this matter. The newer taste was for
grejatér movement and a more episodic and dramatic manner of
painting. Ragamala, as a genre, could have appealed to the
newer taste only if it could mould itself to the new manner of
pamtlpg. And this is, indeed, what happened. Ragas as deities
were in this process, desecrated. But this aroused no feelings of
compunction, for though imagined as deities, r@gas were never
part of any cult or divine pantheon. Their portrayal could be
suitably transformed to oecupy a place in the repertoire of
themes that had begun to capture the imagination of painters and
patfons of a newer age. This done, the r@ga-mala entered the
mainstream of the new schools of miniaturists.

An interesting question may be asked here: Did the
transformation in raga-maia reflect in any way a similar
transformation in music ? This is difficult to answer, though a
transformation in music contemporaneous with the
transformation in ri@ge-malad painting does not seem to have
occurred. What did occur was a major transformation in the art

~of painting of which rdga-mala was only a genre. It was, I think,

this change in the painter’s approach to his art that entailed a -
chang_e in the conception of r@ga-portraiture. A similar thing can
be witnessed today. Over the last hundred years, no radical
transformation has occurred in music, but raga-images painted
today by such modern painters as M.F. Hussain and Laxman Pai
are ceI:tainly very different in spirit and form from those of the
prc-zcedmg period. What has happened is a transformation in the
painter’s attitude to his art.
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CHAPTER — THIRTEEN

Some Reflections on the Vinz in
Gupta Coinage

Samudragupta’s prasasti calls him a great music%an. H(? is
described as surpassing Narada and Tumburu in musical 'Sklll.l
The vina type coins minted by Samudragupta show h1m as
playing the vina (PLVIIL 8). They are proof that the prasasti —
allowing for the usual poetic exaggeration — was not voicing an
empty praise. The coins also reveal that Samudrag.upta took great
pride in his musicianship, for no king before him had minted
coins of this kind. _ B

Samudragupta was not the only Gupta king who nm_lted vind
type coins. Similar coins minted by his grandson, Kumaragupta-
1, have also come to light (in the Bayana Hoard). Presumably,
Kumaragupta-1, too, was a vina-playing music_ian. But no
prasasti extolling Kumaragupta’s musicianship has been
uncovered. It might be argued that Kumaragupta-I, was _merely
emulating his illustrious grandfather 1n minting a Fom—tyge
initiated by him, without having any active personal. interest in
ving-playing. There are, however, strong grounds whl_cl_l sugge‘st
th.at Kumaragupta-1, too, was, in all fikelihood, a mus%c:lan. Skill
in music was not a rare thing among ancient Indian kings.

Krsna and Arjuna, the royally-born heroes of the Makabharata,
were renowned for their skill in music. The Harivariisa ascribes to
Krsna the authorship of a new kind of music, the chﬁ{!ilcycf-
ga.f.u'iharva? Corming to a “historical” period, we hear of Uda)fana s
excellence on the vind@. So famous was this 6th century BC king ?f
Kaugambi for his vina that legends have preserved the name of his
instrament also. His ving, called the ghosavati, eﬁdenﬂy pla:yed a
central role in Udayana’s chief exploit, the wooing and winning of

t ni.s‘z'tavidagdhamatigr‘mdharvalalirairvrigiirﬁrridafaparigummmburun&r-
adadeh... Fleet, Gupta Inscriptions No.1, p.8: )
2 Harivarisa, 89, 66-83 (Citragalz press edition).
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Vasavadattd, daughter of Pradyota, king of Malava. Many stories
of the magical powers of this vingd were current during ancient
times. The ghosavati, it was said, could subdue the wildest and
the most violent of raging elephants with ease.

King Kharavela who ruled over Kalifga in the second
century BC was another king who prided in his proficiency in
music. The Hathi-gumpha inscription speaks of his skill in the
art* Another ruler, Mahaksatrapa Rudradaman in the Junagadha
inscription of 2nd Century AD speaks of his mastery over
music.* Early Buddhist literature speaks of many kings and
princes who were experts in music.’ Kalidasa in his Raghuvamsa
says that the royal laps of Agnivarna were graced equally by his
sweet-spoken queen and his sweet-voiced vina.t

Evidently it was not uncommon for kings to be musicians.
Many ancient authorities speaking of the education of kings had,
indeed, prescribed music as part of a princes’curriculum.
Bhisma, lecturing Yudhisthira on polity (r@jadharma) in the
Anusasanaparva of the Mahabh@rata advises him that he should,
as a king, acquire a knowledge of music along with other skills
and arts necessary for a good ruler.” Ramayana also includes
music among the branches of leamning that a prince was reguired
to be versed in.* The Hathigumpha inscription of Kharavela
informs us that the king had leamt music along with military arts

? ‘tatiya puna vase gamdhavvavedabudho dapanatagitavaditasandarmsarahi
usava-samfokarapanahi kidapayati nagari’: Epigraphica Indica, Vol. 20, p. 79.

* ‘gandharvany@yadyanam vidyanam mahatinam paranadhfranavijfiana-
prayogavaptavipulakirting... mahgksatrapena rudradamna: Ibid., Vol. 8, p. 44.

* Mahiivagga 10, 2 {p. 376 of the Pali Publication Board edition brought out
by the Bihar Government). See the story of Prince Dighayu. Also Kusa Jataka
(No. 531). Mahaumagga Jataka {No. 546) etc. Buddha himself was tanght
music (Lalitavistara, Ch. 12, p. 108 of the Mithila Vidyapitha edition). The
story of Kunala who sang under the balcony of king Aoka is also noteworthy.

§ ankamarkaparivartanocite tasya ninyaturasinyat@mubhe vallaki ca
hrdayarigamasvana vaiguviigapi ca vamalocand, Raghuvarisa 19, 13.

! Mahzbharata, Anusasanaparvan 104, 46-50,

® History of Dharmasastra, P.V Kane, Vol. I, p. 49. Rama and his brothers,
says Kane, are described as proficient in Vedas, vedarngas, rajavidya,
dhanurveda and also gandharvaveda. (Ramayana 1, 18, 24, 26; 2, 1, 20, 2, 21,
34-35; 5, 35, 13-14).
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as a prince.’ The practice of teaching music to princes doubtless
continued during Gupta times and after. It certainly was in vogue
during Harsa’s period. Bana in his Kadambari speaks of princes
being trained in music.'

The vast Jain literature of popular tales records many stories
of princesses who held svayamvaras in which the condition for
winning the hand of the princess was to excel her in playing the
vin@. An early example of such a story is to be found in the,
significantly named, Vinalambhaka of Vasudeva Hindi, a work
noticed before the seventh century AD, and perhaps composed
during the Gupta age or immediately after. In later Jain tales the
vina-svayamvara became an established and oft-repeated motif;
it occurs in the works of Harisena (9th century AD), Vadibha
(11th century AD), Haricandra (13th century AD), and others.
Stories of princesses being won in ving-svayarvaras belong to
the realm of imagination, but they are nonetheless symptomatic
of the fact that ving-playing was a well-respected art, cultivated
even by royalty.

It would not, then, have been out for the ordinary
Kumaragupta-1 fo have been a musician like his grandfather
Samudragupta.

The Udayana legend records another intriguing fact. It was
believed that the vin@ ghosavati as well as the skill in playing om it
was handed down from father to son in the Kasusambi royal family
to which Udayana belonged. In Bhasa’s Pratijfigyaugandha-
r@yanam a play, the script of which, in the main, may perbaps go
back to the third century BC, Pradyota, king of Avanti, speaks of
Udayana’s supreme haughtiness of character. One of the principal
reasons he gives is “darpayati cainam dayadyakramagatah

gandharvo vedali” (his skill in music which he has received as part

9 Ibid. loc.cit. Kharavela states that he leamt gandharvaveda along with
lekha, ripa (currency) ganand {accountancy) and administration of justice
when he was a crown prince. (Epigraphica Indica vol. 20. p. 7.

10 Candrapida was trained, among other things, in ‘vin@venumurajakarm-
syatala darduraputaprabhriisu viidyesuw' and ‘néradiyaprabhriisu
gandharvavedavisesesu’: Kadambari, p. 168 (Nimayasagara edition).

SOME REFLECTIONS ON THE VINA IN GUPTA COINAGE / 189

of his inheritance makes him insolent).!!

_ Ancfth_er important play on the Udayana-Vasavadatta theme
I,the Vinavasavaditam. It has been ascribed by some scholars to
.Sudraka. This may well be doubted; but though the problem of
its authorship cannot be satisfactorily resolved, the tone
structure. and ethos of the play are reminiscent of, the Bhﬁse;
dramas (it too, was, moreover, recovered in Kerala), and it bears
tl_'ze mark of being a fairly old production.'? Udayana’s vinz
f1_gures prominently in the play — as the name Vina-
I:Jasavadattam implies. The vin@ has been described as
valrsarc‘zjakula-sarvasvafh vinaratnam’ (Jewel of a vind, the
ultfmate treasure of the Vatsa kings’).”® This allusion l;:,nds
weight to the story as recorded in Bhasa’s play.

.In the Udayana story we have an example of a royal family
which treasured musical skill as a family heritage. May this not
have been true of the Gupta royal family too? It would be too
much to expect that music was literally handed down from father
to son, but there is certainly nothing fantastic in thinking that the
father was an example to the son, and had him learn music, and
the son eventually came to cherish it. No positive proofs ca,n of
course, be adduced. But we do have the fact that grandfather z,md
gr_andso%l both played the ving and cared enough about music to
mint coins showing them as vina players. Moreover, given the
fact that skill in music was cherished in many royal households
throughc.)ut the ancient period — and the telling evidence of the
Vatsa kings of Kausambi — it becomes certainly within the
realm of reasonable plausibility that the Gupta household, too
treasured music as a family skill. S

There is however one obvious lacuna in our suggestion: i

no evidence that Chandragupta-Il was also a mﬁsgiiiani.l.’lt'illzrtfg;

:: I;ratxjﬁ&vaugandharﬁyamm, Act. I
iavasavadattam. See Introduction b
y K.V. Sarma and Pref:
Ralgshavan'to the Kuppuswami Sastri Research Institute. Haee by ¥
op.cit., Act IV (p. 69). (pravisya vinahastah kaficukiyah): “jayatu

mahGrajah idam khalu Salarka .
{ ankiyanena =3 .
vipiramam”. . 34 prestam varsarajakulasarvasvam
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Chandragupta-IT issued more coin-types than his father
Samudragupta, no coin of his showing him as playning the vind has
yet come to light. But before giving up our theory, let us pause and
reflect a little more on the available evidence, and the absence of it.
Firstly, we must not lose sight of the truth that recovery of material
evidence - such as coins - from the ancient peried has a great
element of chance or accidentality. The fact that non-vina-type coins
of Chandragupa-TI have been recovered, does not necessarily mean
that no such coins were minted. Prior to the finding of the Bayana
Hoard, ving-type coins of Kumaragupta-1 were also unknown.
Again, the vin coin-type was not issued as a major gold coin by
any of the emperors. And the rtio of available vind-type coins is
noticeably small in comparison with the total body of discovered
coinage; suggesting that the actual issue, too, was numerically
small. Coins of the vina-type show Samudragupta at leisure and
were perhaps issued as a graceful gesture accompanying the
achievement of empire, prosperity and well-being. Significantly, the
ratio of coins showing Chandragupta-II as indulging in gracious
living is also very small. Of some types, only three or four
specimens are known. And one coin type, the so-called king-
and-queen-on-couch type, where the king is shown drinking wine
—_ a coin which has formed the basis of much speculation regarding
the character and personal fraits of Chandragupta-1I — is known
through only a single specimen. This being so, the fact that no vina-
type coin of Chandragupta-11 is known, can be reasonably said to
be due to the vagaries of discovery.™

14 However, a gold coin has been found which, as described in the Progress
Report of the Archaeological Survey of India, Western Circle, 1916-17, may
be an example of a ving-type coin issued by Chandragupta-IL. But the
identification remains uncertain as no photograph of the coin has been
published. The legend on it, as well as its reported description — which itself
leaves rooms for doubt — cannot be verified. Its description is as follows:
Obverse: King seated on a high-backed couch, with one foot hanging; wearing
waist cloth: hand to the left touching Iyre or feeding some animal;
legend — paramabhgavata maha.

Reverse: Figure of Laksm seated on a footstool with a seat over it; holds
uncertain object in hand; to left crescent; legend — vikramaditya (k).
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Secondly, it has been suggested by Altekar that the letters
construed as ripakrti on one of the couch type coins of
Chandragupta-Ii, actually form the word rizpakrzi and mean, a
creator of dramas. Thus Chandragupta-II was berhaps a plziy»
wright.”* If this be true, it would not be surprising if Chandragupta-
It als_o took on active interest in music; for drama, as Kalidasa
says, is a performance-oriented art'® and music in ancient times was
an integral part of drama.'” Besides, the image of Chandragupta-II.
as sugges.ted by some of his coins, is that of a person with epicureazi
tastes. This, coupled with his interest in literature — of which he is
also believed to have been a great-patron — recalls the portrait
of a well-cultivated, sophisticated n@garaka as painted by
Vatsyayana in his Kamasatra. The ving always adorned the room
of such nagarakas.'

_ Tl?ere is thus a distinet possibility that Chandragupta-II, too
like his illustrious predecessor issued a vira type coin, and i';
w?uld be premature to conclude that no such coin W:'SI.S ever
minted on the strength of the fact that no such coin has been so
far rec-overed. After Kumaragupta-1, Skandagupta was too busy
in saving an endangered empire. We expect that he was also
tanght music as a family tradition or vidya-samskara, but he
f;oulr:l nf)t, or did not, keep up the flourishes of his predecessors
in mmtl%lg coins about this or other leisurely occupations. Only
three coin types of his have come to light.

As evinced from this descripti i i
. ption the coin certainly bears resemblances to th
vina type, especially, with that issued by Kumaragupta-I, wh ;
Is,akgrrlﬁ(?) is shown as seated on a footstool. s W ere the figuse of
ee also, in this connection, fn.2, p. 35°A Lyri i
) Anec , T2, p. yrist Type Copper Coin’ b
Brlastmdranatl.] Mukherjee in the Journal of the Asiatic Society, Vol. 1, No. I, 1959}.'
. T;te F‘omaie of the Gupta Empire, pp. 133 -34.
arivrajikd: deva prayogapradh@narm hi nd@tyaidst i
vﬁ%vyavahc‘zregza. Malavikagnimitram, Act L adastram. Kimare
46 Natyasdsira (Gaekwad edition) Vol. IV, 28, 7 and rikz; also 32, 425 and
“‘K&mas_z,‘;tra, 1, 4, 4. The siitra describing the room of a n@igaraka contians
fhe item: nagadantavasakta ving. See also sitra 1, 3, 15 where vini playing is
incladed among the fine arts to be leant by the cultivated person:
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I

The kings on Gupta coinage are shown as playing a harp
vina.' Vinas of this type are quite common in early sculptures at
Bl'larhut,. Besnagar, Amaravati and the Buddhist .caves of
Pitalkhora,* besides other sites. This vina was shaped like a b_ow
that faced down with a tilt or an angle with one end portrudllng
upward, and the other, lower end, forming a hollow bﬁtll} wl_nch
served as the sounding board of the instrument. The ving stn-ngs
were stretched across the structure like bow-strings. In playing,
the sounding belly was usually placed on the laps. Strmgs were
so arrayéd, that in the playing position, the Iowz?r a‘stnng, the
shorter its length. The still surviving south Indian instrument
yazh resembles this old ving; most similar in structure to the
ancient one, however, is the Burmese harp which se'ems tg h.avc
been handed down in an almost unchanged form since ancient
times.2! N -
In the vindg-type coins, the king is shown sitting ona couc_:h with
both legs resting on a foot-board and holding the vina on his laps.
He is portrayed in profile. The right hand is stretche.d slightly away
from the torso, and is shown striking the strings, while the I?ff hand
lies stretched across the lap above the hollow belly of the vina. The
left hand lies at ease and the palm forms a mudrd-like gesture —to
which we will have occasion to retum. The thumb anFl fore-fingers
are, in some coins, projecting slightly outwards whﬂfe in others they
are bent towards each other in more than a semi-circle. The open
palm faces upward with a slight tilt towards the torso. The remaining

1 «The lute of Samudragupta’s coins has 2 long hollow belly covered with a
board of seven strings”. The Gupta Gold Coins in the Bayana Hoard, Alt;kg]r,
Introduction p. 1 xviii. The instrument is actually of the harp type, one of the
most ancient musical instruments, common to al.l old c.ultures. T%ne strings are
tied across a triangular frame; each string producing a single musical note. The
use of the word ‘lute’ by Altekar here is ur;iappy.

20 inage of the Gupta Empire, p. T4 ! )
‘ ‘Sapt::;ng?l’r\zfaeinafiﬁn the scI:Julptures of Buddhist caves of Pitalkhora’: Swami
Prajnananand in Roopa-Lekha, Vol. XXXI No. 1, July 1961. i

M For an illustration and description of the Burmese harp see ‘Die
Musikinstrumentre Indiens Und Indonesiens’, Curt Sachs, pp. 140-41,
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three fingers are bent palm-wards.2
Scholars have talked of the Gupta kings as vina players only.
But some important considerations have led us to think that the
kings are shown as singing, and that vina-playing is, in the coin-
portrayal, an auxiliary activity. This might appear a little startling,
for the vinz is evident in the picture while singing is not; the kings
are shown as actually playing it, while there are no signs to indicate
that they were singing. However, we should like to place our
considerations and reasoning before you, and perhaps, then, our
suggestion will not appear as something bizarre or merely eccentric.
Let us, to begin with, consider some common portrayals of modem
Indian classical singers. Numerous sketches, paintings or
photographs of singers show them sitting with a big w@npara,
their right hand on the strings of the instrument, and the left lying
idle on the hollowed-out gourd which acts as the sounding belly.
In such portraits, the t@npira looms literally large; even
appearing sometimes to ovefshadow the singer in size and
prominence. Yet, we know that the musician portrayed is a
singer, not an instrumental player and that the purpose of the
instrument is to act as an accompaniment to the vocal melody. .
The vinz of Samudragupta and Kumaragupta-1, we believe,
was also acting as a singer’s accompaniment. We will outline our
reasons.
Musical instruments of the string group, especially of the
harp type, were commonly used in ancient fimes to accompany
song, which was the dominant musical form.® It was common in

# The kings® posture is almost identical on all vina-type ceins, though the
impression is not always clear. For g fairly clear impression, see the
reproduction given by Altekar in The Coinage of the Gupta Empire, plate TII,
Ne. 16. In this coin thumb and fore-finger are projecting slightly outward. In a
coin of Kumaragupta-I, thumb and fore-finger are clearly seen to be inclined
towards each other so as to make a circle-like form; see Altekar, The Gupra
Gold Coins in the Bayana Heard, plate XXXI, No. 3.

# (A famous remark of Sarfigadeva runs: ‘nritar vadyanugar proktari
vidyam gitanuvarti ca, (Sarigita Ranzkara 1, 24). Vocal music has tradition-
ally been the major form in India. Ancient musical genres or types were
distinguished on the basis of song. Sama, a basically sung form, gave rise to the

Jati, predominantly a vocal genre. In fact gandharva — the ancient word for
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n
The kings on Gupta coinage are shown as playing a harp
vind.1% Vings of this type are quite common in carly sculptures at
Bixarhut,- Besnagar, Amaravati and the Buddhist .caves of
Pitalkhora,? besides other sites. This vina was shaped like a b_ow
that faced down with a tilt or an angle with one end portruch.ng
upward, and the other, lower end, forming a hollow bfi‘:llzr wl.nch
served as the sounding board of the instrument. The vina strings
were stretched across the structure like bow-strings. In playing,
the sounding belly was usually placed on the laps. Stnn_gs were
so arrayéd, that in the playing position, the lowe‘:r a.stnng, the
shorter its length. The still surviving south Indian instrument
yazh tesemubles this old vina; most similar in structure to the
ancient one, however, is the Burmese harp which seems tq h?.ve
been handed down in an almost unchanged form since ancient
times.”! N _
In the vina@-type coins, the king is shown sitting on_a couc_:h with
both legs resting on a foot-board and holding the vina on his laps.
He is portrayed in profile. The right hand is stretchefl slightly away
from the torso, and is shown striking the strings, while the lefE hand
Ties stretched across the lap above the hollow belly of the ving. The
jeft hand lies at ease and the palm forms a mudra-like gesture — to
which we will have occasion to return. The thumnb am‘i fore—ﬁngaxs
are, it some coins, projecting slightly outwards whilfa in others they
are bent towards each other in more than a semi-circle. The open
palm faces upward with a slight ilt towards the torso. The remaining

19 “The lute of Samudragupta’s coins has a long hollow belly covered with a
board of seven strings”. The Gupta Gold Coins in the Bayana Hoard, Alt?‘ktz;lr,
Tntroduciion p. 1 xviii. The instrument is actually of the harp type, one of the
most ancient musical instruments, common 0 al_I old c.ultures. T!:.e strings ﬁe
tied across a triangular frame; each string producing a single musical note. The
use of the word ‘lute’ by Altekar here is ur_:‘l;appy.

20 [ of the Gupta Empire, p. 74. ) )

- ‘Sapgt:nglgﬁflaj;l the sgulptures of Buddhist caves of Pitalkhora’: Swami
Prajnanarand in Roopa-Lekha, Vol. XXXIE No..1, July 1961. Di

2 For an illustration and description of the Burmese harp see “Die

Musikinstrumentre Indiens Und Indonesiens’, Curt Sachs, pp. 140-41.
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three fingers are bent palm-wards 2
Scholars have talked of the Gupta kings as ving players only.
But some important considerations have led us to think that the
kings are shown as singing, and that ving-playing is, in the coin-
portrayal, an auxiliary activity. This might appear a little startling,
for the vind is evident in the picture while singing is not; the kings
are shown as actually playing it, while there are no signs to indicate
that they were singing. However, we should like to place our
considerations and reasoning before you, and perhaps, then, our
suggestion will not appear as something bizarre or merely eccentric.
Let us, to begin with, consider some common portrayals of modemn
Indian classical singers. Numerous sketches, paintings or
photographs of singers show them sitting with a big ranpira,
their right hand on the strings of the instrument, and the left lying
idle on the hollowed-out gourd which acts as the sounding belly.
In such portraits, the r@npiira looms literally large; even
appearing sometimes to ovefshadow the singer in size and
prominence. Yet, we know that the musician portrayed is a
singer, not an instrumental player and that the purpose of the
instrument is to act as an accompaniment to the vocal melody..
The vina of Samudragupta and Kumaragupta-I, we believe,
was also acting as a singer’s accompaniment. We will outline our
reasons.
Musical instraments of the string group, especially of the
harp type, were commonly used in ancient times to accompany
song, which was the dominant musical form.? It was common in

# The kings’ posture is almost identical on all vina-type coins, though the
impression is not always clear. For a fairly clear impression, see the
reproduction given by Altekar in The Coinage of the Gupia Empire, plate II,
No. 16. In this coin thumb and fore-finger are projecting slightly outward. In a
coin of Kumaragupta-I, thumb and fore-finger are clearly seen to be inclined
towards each other so as to make a circle-like form; see Altekar, The Gupta
Gold Coins in the Bayana Hoard, plate XXXI, No. 5.

® (A famous remark of 8arigadeva runs: ‘nrrtarh vadyanugam proktarh
vadyarh gitanuvarti ca, (Sarigita Ratnakara 1, 24). Vocal music has tradition-
ally been the major form in India. Ancient musical genres or types were
distinguished on the basis of song. Sama, a basically sung form, gave rise to the
Jati, predominantly a vocal genre. In fact gandharva — the ancient word for
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ancient India for singers to accompany themselves on the vina.
nces can be evinced from literature.
Manééi;?:a’s legendary ving is well known to scholars and
students of hisotry; what is less known is that fegends also Spf_:alf
of Udayana’s singing. In the play Vi{ﬁvﬁsavada_rtam, the vind
ghosvati, whenever played, is used as accompantment to song.
The first instance of its use is in the episode where Udayana sets
out to catch a wild elephant. The dramatist_portays Udayana as
approaching the raging beast with his vina — which had powers ﬂtlo
cast a spell on the wildest of animals.® .When he comes near d ;
beast, he sings a spell, accompanying himself on thergho._mvari
Later in the play — in act VI — Udayana go—es to V_asavadat;a ]
apa:tmehts to give her lessons on the vina. Dunilg thef us—t
lesson, Vasavadatta feels too shy to make music. Sank}'tyayam,
the elderly female monk who is Vasavadatta’s C(_)_mpamon: then
requests the king: prakrtyaiva sﬁpat’rapf kha_lvzzam_,
sandarsanam ca prathamam, msma'das.akm. ’d:evt garm_n
tantrisparsanadeva vidyarambhah k_rto. bhavisyati’ (‘the lad.y is
bashful by nature. And, as she is meeting yo‘u_f.or the_ first time,
she cannot bring herself to sing. Let her be mmatsed }nto the al;
by merely touching the strings’). Itis clear'from this little speec
that learning the vin@ implied learning to sing. Indeed, follf}vvmg
Vasavadatta’s inability to sing, Sﬁflkgtyayﬁl.ﬁ asks _th§ king tltlo
sing to them an auspicious song, as an appropn_ate beginning to the
lesson. The king complies with a hymn to Visgu accompanying
himself on the vina.?s His hearers are enthralled, and he sings

music — has been defined in the Natyasastra and Dattilam as cgn:tmmgegn:r?;
elements: svara (tones) tala (rhythm) and pada {words). Cleiarl?f e anrc;l used in
thinking of music, thought primarily of songs. In Gre.ece_ yric cas}x}ne%el o
accompany their songs on the lyre — the songs were, for this reason fynha;:thi-

% Incidentally, in the Vidhura Pandita Jataka (No. 546), we Ihealj' otsa hatth
kanig-ving (hasti-kanta-ving). This vina hat_i powers to tame elep anth. storjcj,;
have been used by elephant catchers in ancleri:t tm::.-rsi,cr ';311:; ege;l‘xlatpz,f : :k;s ries

ti's power over elephants may have ong of & told

:fnigg;:l:;hant?catching circles relating to the power of the hatthi-kanta-ving.

B Vinavasavadattam, Act I, op.cit, p. 27.

% Vinavasavadattam, Act VIL pp. 114-15.

——
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two more songs, one a prasasti, the other a love-song.
Vasavadatta’s lessons continue, and her love for Udayana grows
with her knowledge of the vina. In Act VIIL, we find that she has
become an expert musician. She is requested by her companions
to set to music two love-poems which Udayana had sent her. She
sings the poems, accompanying herself on the vind. Sankrtydyani
praises her music, exclaiming that the vina playing was
wonderfully synchronised with the song.?’

The practice among singers to accompany themselves on the
vind, goes back to a still remote antiquity. The Sizra works speak of
vindgathins — a class of brahmana or ksatriva singers® who, as the
name, suggests, accompanied themselves on the vina. These singers
were employed to sing garhas during sacrificial ceremonies.

¥ tantrisvarapt aksarni ca anyonyam anupravistaniva, ibid., Act VIII (p.
137). ;

Udayana’s vina-playing was associated with singing even in some later
versions of the Udyayana-Vasavadatta romance. In Somadeva's
Kathasaritsagara, Udayana has been portrayed as singing while playing the
vinZ when approaching the false elephant. He has been described as:
ekaki vadayan vinarm cintayan bandhanzni sah madhuradhvani gayamsca
Sanairupajagima tam: Kath@saritsagara, 2, 4, 17.

Later in the story, as Vasavadatt®’s tutor, he is pictured in a charming verse as:
arike ghosavati tasye kanthe gitasrutisiatha

puro Vasavadalta ca tasthau cetovinodini. Ibid. 2, 4, 32.

It is quite likely that the description of Udayana as both singing and playing the
vipa was part of the original tale as told by Gunadhya; for, significantly
enough, we find that Ksemendra in his Brhatkathamarijari also pictures the
king with words like:

kitakufijaramalokya vinmmadhuragitibhik... Brhatkathamaiijari 2, 2, 39.

and again:

vinageyakalgjfigne Sisyeyari bhavatamiz: 1bid., 2, 2, 47.

* The Hiranya Srauta Satra speaks of ‘brahmanan vipdgdthinau gayatah”

(14, 2, 6} and again ‘rajanyan vinggathinau gayatah’ (14-2, 17-18). Also
Apastamba Grhya Saira: gayatamiti vinaghthinau Sarmsasti (14, 6, 4)..
Sahani in his paper entitled ‘VinZ coin-type of Samudragupta and Kumaragupta-T’
— Journal of the Numismatic Society of India, Vol. XIX — puts forward the
suggestion that Samudragupta issued the ving-type coins after performing the
asfvamedha sacrifice — which, too, was celebrated through the issue of
appropriate coins — and that he might have played the vinz in this sacifice as
the ritual demands. Perhaps he did, and perhaps he acted as a vipagathin, in
which case he would also have rendered songs.
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Singing of epic-ballads was another ancient art. The
Ramayana, traditionally considered the adikavya — the first
‘composed’ poem as opposed to the ‘revealed’ body of Vedic
mantras — was associated with singing right from the inception
of its first sloka by Valmiki. The sage, as soon as he had uttered
the celebrated sloka cursing the nisada, put it to music and sang
it in accompaniment to a string instrament.” Later Lava and
Kusa sang the Ra@mayana in the court of Rama in the presence of
a distinguished gathering, which included experts in music.
Again there was string accompaniment to their singing.*

In the Dighanikiiya there occurs the story of Paficadikha who
sings some g@thas to the Buddha. He plays thie vina to his own
singing, and so excellent is the total effect that Buddha
commends him, saying that his song and his ving were in
beautiful harmony with each other3! The Mahavagga contains
the story of prince Dighdvu, son of Dighiti, king of Kosala,
fallen on bad days, who sang a sorrowful song to his own vina-
accompaniment, in the elephant-stables of Brahmadatta, king of
Kasi?

In the Jatakas there are quite a few instances of singers
accompanying their song on the vind. The love-lorn king Kusa,
whose story is told in the Kusa Jataka (No. 531), plays the vina
and sings songs of love to attract his estranged queen. The
Cullapralobhana Jataka (No. 263) speaks of a dancer who sang
with a vina in order to arouse passion in the heart of the prince of

' padabaddho ‘ksarasamah tantrilayasamanvitah Sokartasya pravrito me
Sloko bhavatu nanyathd. Ramayana, 1, 2, 18 (Gita Press edition).

* Ibid. 7, 94, 2-7.

3 ‘bhagava paficasikharh gandhabhadevaputian etadavoca - ‘samvandanti
kho te, paficasikha, tantisaro gltassarena gitassaro ca tantissarena; na ca pana
paficasikha, tantissaro gitassaram ativattati, gitassaro ca tantissaram’.
Dighanikaya, Mah@vagga, Sakkapanhasuttam. (pp. 199-200, Pr. II of the Pali
Publication Board edition brought out by the Bihar Government).

2 ‘athg kho bhikkhave, dighavu kum@ra rattiya paccisasamayari
paccutthaya harthisalayam mafijund sarena gayi, vindm ca vddesi'.
Mahavagga 10, 2 (p. 376 of the Pali Publication Board edition).
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Varanasi. So skillfully balanced was her music-making that the
vind playing and the singing appeared as one single melody.®
-The Kakati Jataka (No. 327) has a musician (gandharva) who
sang gathas to his own vina accompaniment.

The Lankavatara sitra (composed sometime during the first
two or three centuries of the Christian era) gives a very graphic
description of Ravana, the raksasa king, who with his retinue
attended upon Buddha and sang panegyrics to his glory. He
accompanied his song on the vinz, tuning the strings to the
appropriate notes. His song merged effortlessly with the melody
produced on the vina.>

Kalidasa in the Uttaramegha of his Meghadiita, portrays the
folom yaksini in a series of poignant word-pictures. One moving
mandakranta verse delineates the yaksini with vin@ on her laps,
desiring to while away her sorrow in singing songs marked with
the name of her lover; but her falling tears wet the strings of her
inst:rumer}t, making it difficult for her to tune it Carudatta, the
hero of Sudraka’s Mrcchakatika, praising the singing of his
friend Rebhila, says that the singing was clbsely synchronised
with string-playing™ referring evidently, to vind@ accompaniment.
In another play by Sudraka, a bhana called Padmaprabhrtaka™
ving-playing with song is clearly alluded to: the haetara §01}ad§si

3 : ; S o 7 5 ; i
‘-taniissarena gitassaram gitassarena tantissarar ca’, quoted in Pracina

Bhirata men Safigita, p. 26, fn. 2. The words are reminiscent of Buddhas
commendation of Paficasikha’s playing quoted above.

* ‘athg ravano raksasadhipatif saparivérah pauspakarn vimanamadhiruhya
yena bhagavanstenopajagama, upetya vimanadavatirya sapariviéro
bhagavantahistrikrivah pradaksanikriya taryatalavacaraih pravadayadbhirin-
dranilamayena dandena vaidiryamursara pratyupiéhn vindm priyemgupan-
dunardhyena vastrena parsvalambitar krtva, saharsya, rsabha, gﬁndh‘dr;z,
dhaivata, nisada, madhyama, kaisika, gitasvaragrama-mirchanadiyukte-
nanusaryam salilam vinamanupravisye gathabhirgitairanugayati sma’.
Lankavatara Shtra.

¥ Meghaduta, Uttaramegha, 23(Nirnaya Sagara edition).

% ‘tarh tasya svarasafkramarm mrdugirah $listam ca tantrisvanam’.
Mprchchakatika, Act 1, verse, 5.

% The attribution is, in this case, less certain.
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is pictured in a sad mood singing softly and playing the vina
which rests on her lap.3® )

Another old bhana, Padataditakam, by Syamilaka -— who is
believed, by some scholars, to have composed it during the reign
of Chandragupta-II** — also has a similar picture: a restless
(utkanthit@) haetara, awaiting her lover, expresses her feelings in
a sweet song, accompanying herself on the sapta-tantri vina.*
Another bhana, attributed to Vararuci, called Ubhayabhisariki,
pictures a man tormented by love singing songs in the vakira
and aparavaktra metres while playing the vipd, tuned
appropriately to his song.*! Dr. Motichandra, on internal
evidence, assigns this play to the reign of Kumaragupta.®

There is the well-known scene in Bana’s Kadambari where
Candrapida first meets Mahasveta. He is attracted to her by
her out-of-the-world music: she had been singing to her
own vina playing in a lonely Siva-temple.”® In Jain stories of
ving-svayarivara, though ostensibly the competition seems to
involve vina-playing alone, yet singing is taken for granted as
associated with the vina. In Vasudeva Hindi, Vasudeva sings the
visnu-gitaka with the vina in the competition which won him a
bride. Later works make a similar association of vina

® < gpkadhiradham vallakimisatkararuhairavaghattayanti kakaliman-
damadhurena sva.re{za kiijayanti risthati’ Padmaprabhriaka; see p. 44 of
Caturbiani, transtated into Hindi and edited by Motichandra, Pub.: Hindi Grantha
Ratnakara Karyalaya, Bombay, 1959.

¥ See Introduction to the Caturbhini, op. cit., p. 7.

4 < asau saptatantrirnakhairghatiayanti kalam kﬁkalipaﬁcamapr&y:.xmu-
thanthita valgugitapadesena vikroSari’: Padataditakam, Caturbhant, op. cit., p.
177.

4 <giokavanikabhydse kopi khalu purusah sandasta iva madane-
n@vyaktakakalirh racanamirchanar vipam kriva ime vaktrc‘zpa_vcfktre
gayannatikrantal’ (the two poems follow). Udhayabhisarika, Caturbhani, op.
cit, p. 144,

42 Introduction, p. 8, Caturbhant op. cit. )

4 ‘gngvaratagitaparisphuritadharaputavasadatifucibhih... snapayant-im
gaurindtham... daksinakarena vipamdasphalyantim, pr.atyak:samwa
gandharvavidyam...” Kadambari, piarvabhiga, pp. 281-83 (Nirnaya Sagara
Press ed.).
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with song in the bridal competition.*

Many more instances can be quoted, but these, we hope, will
suffice to indicate a close association between song and vina. We
do not mean to suggest that the vina was always associated with
song. Our intention is to bring out the fact that such an
association was common. In the instance of the Gupta kings,
such an association is strongly indicated by another
circumstance. The vina type coins, as the experts have remarked,
picture an instrument with seven strings. The saptatantri-ving or
the seven-stringed harp was, indeed, a popular ancient
instrument. It is mentioned in the Jatakas. One entire Jaraka
story centres round the saptatantri (Guttila Jataka, No. 243).
The Vimanavatthu speaks of the sweet-sounding saptatantri
(satatantim sumadhurim).® éyﬁmilaka in his Padaraditakam,
describing a haefara singing (see above), speaks of her as playing
the saptatantri®® Altekar, in calling Samudragupta’s vina a
saptataniri, has pointed out that representation of this instrument
abounds in the sculpture of Bharhut, Besnagar and Amaravati.
Swami Prajfianananda in his A Historical Study of Indian Music
cites illustration of the saptatantri ving at the Pitalkhora caves.®

Another point suggests the saptatantri. Harp-vinZ in ancient
times was played both with a plectrum (kona) and the fingers. The
Gupta kings on their vina coins are shown as playing the instrurnent
with their fingers, for the gesture of the right palm does not appear to

“ e.g. Brhatkathakosa of Harisena (c.10th century AD). see the story of
Gandharvadattd (114, 6). Also Gadyacint@mani of Vadibha Simha ST,
Lambka 3. The work.is assigned to the 9th century by Panna Lal Jain: see
introduction pp. 15-16, to the Bharatiya Jfianapitha edition; K.K.Handiqui
assigns it to the 11th century, see his foreword to the Jivandhara campi,
Bhiratiya Jiianapitha edition). Both Jivandhara, and the princess he competes
with, sang hymns of the Jina on the vipg, pp. 175-79, Bharatlya Jfanapitha
edition. See also the same episode in Jivandhara Campiz (Ca. 13th century)
Lambha, 3, verses 31-32, p. 64 of the Bharatiya Jfianapitha editon. -

* Vimanavatthu, 32, 2, 5, 1,

% See fn. 2 on p. 16 above.

4 op.cit., loc.cit.

“ The book is published by Anandadhara Prakashan, Calcutta. See Chapter 6
of the work and llustrations.




A LRI AR R RIBAR

PR ETTER e e

200 / TRANSFORMATION AS CREATION

indicate that the king was holding a plectrum. This, along with other
circumstances, also points to a seven-stringed instrument; for
Bharata in distinguishing between different vings and their number
of strings, remarks that citr@, the vind with seven strings was played
with the fingers® Syamilka’s haetara, who plays a sapratantri, does
s0 with her nails (nakhairghattayanti).

Now, if it be true that the Gupta kings are shown playing a
seven-stringed harp, then certain implications follow which are
meaningful in the present context. A seven-stringed harp can
logically be tuned to only seven notes. It can produce only one
octave with the seven regular notes of the ancient scale, unless one
or more note be dropped; in which case, too, the range will not
significantly increase. Dropping of too many notes in order to
achieve a greater range of pitch would produce so much tonal gap
between notes as to make the resulting melody musically poor or
threadbare. In truth, only a single octave can be effectively achieved
with seven strings on a harp. But effective music cannot be made if
one only has the range of a single octave at one’s command. Ancient
music recognised a range of three octaves, known as the mandra,
madfya and fara. This was the range theoretically envisaged on the
basis of the fact that the gifted voice when rightly trained can attain
a range of three octaves.™® Of the harp vings, the martakokild, which

“® saptatantri bhaveccitr@ vipafici tu bhavennave/ konavadya vipafic
syaccitrd cangulivadana. Natyasastra (Gaekwad Oriental Series Edition), Vol.
1v, 29, 118. ‘

*This is normal; some rare voices can attain more, and afi-fara and afi-
mandra were not unknown to ancient theoreticians, too. Only the range of folk-
melodies is often restricted to less than an octave, but the Gupta king, in age
when art-music had reached great sophisticated heights, was certainly not
rendering folk-music. Moreover, in folk forms, song is supreme; instrumental
playing of folk-melodies makes litle musical sense. The intimate connection
between the human voice and the range in octaves of melodies in ancient times
is apparent in the ancient notion of ‘sthiéna’. Sthana was the generic term for
the octaves. At the same time, the term also denoted the anatomic seat within
the human body from which, in singing, the octaves were believed to be
produced. Thus the sthana for the mandra octave was the chest, for the madhya

“octave the neck region and for the f@ra octave the head. A note in the mandra

octave was often referred to as a chest note; a note in the madhya octave could

'be called a kaptha -note or a note of the neck; r@ra notes were head-notes.
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Pad twenty-one strings was the most appropriate vina for giving an
instrumental rendering of melodies in their optimum form' It could
do justice to the most ambitiously wide-ranging melody then
current. But the mattakokila was evidently a later innovation. it is
conspicuously absent in the Naryasastra. It is also noticeably
missing from the works of the early poets who name other vinds.
Obviously, even though it may have been known in the Gupta ag.e or
perhaps earlier, it was not a dominant instrument, Abhinava is the
first writer on music who speaks of the martakokila with twenty-one
strings as the chief of the vinds. He cites in this connection a passage
from an unnamed earlier authority. In this passage, the mattakokila
is listed along with a number of other vinas, but its dominance is
neither stated nor implied. The number of its strings is also not
mentioned.” The Amarakosa names three vinas: vallaki, viparici and
parivadini - these are names quite familiar from ancient kavya
literature. The vipaiici, according to Bharata, had nine strings, the
parivadini, says Amara, had seven,* the vallaki, too, was certainly
not a many-stringed vipg. The fact that Amara does not mention the
mattakokila is certainly an added evidence for its lateness. There is
another significant testimony: Rajaprasniyam, the Jain canonical
text, which perhaps belongs to the Gupta age. It lists a large variety
of vings, but the mattakokila is not named.>
Significant music can be made even with a range of fwo
octaves, which is all that many of our best singers command, and
doubtless this was true of ancient musicians also. But this is a

5\ tatra mattakokila pradhanabhuts. ekavimsatitantrikatven@nyanadhikarn
tristh&mgara.wamsﬁmgx&ﬁfigitivizzEs’arimmucyate. tadgatasca dhituprayoga
wktah. tadupajivakatvenapara bhavantiti. Abhinava on Nagyasastra 29, 112,
(See Gackwad edition, vol. IV). '

%2 Ibid; see verses quoted in commentary on Natyasastra 29, 112.

:3 ving w vallaki s tu tantribhik saptabhih parivadini: Amarakosa 1,7,3

4 Th.c work contains a detailed description of a very elaborate ballet-like
dramatic pageant which the gandharva Stryabha presented before Lord
Mahavira. The following passage lists the vinas that were played during the
performance: muccifjantanzm vinanam vipaficingrm vallakinam kuttijfantanam
mahantingm kacchapinar cittavinanam sarifjantinam va-c.idkisﬁm‘m‘z
sugfza,s:am‘zm nandighosanam phuttijantinar bhamarinam chabbhamarinzn
parvamingnm chippantindin tnanam tumbavinanZin,” Rajaprasniyam, Stra 41,
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limitation that the voice has perforce to submit to. An
instrumentalist, with a mechanism that can readily be made to
cover a wide range, need not be so limited. To deliberately
restrict oneself to just one octave can have no justification —
unless the instrument being played was not the chief tool for
rendering the melody. This, we suggest, is what obtained in the
case of Samudragupta and Kumaragupta-I. They were making
vocal music. Musical range and melodic finesse was attained
through the voice; the saptatantri vina served mainly as
instrumental support; for though the spatatantri could not
provide range, it could yet give all the necessary notes in the
octave of any desired scale for the sake of accompaniment.

It can here be argued that even on the open string of a vina of
the harp variety, great musical range can be achieved by playing
the string in the manner of the Hawaian guitar, or the modern
vicitra-vin@ or the south Indian gottivadyam. A single string can
produce more than one octave if properly manipulated by an
object which can press it and glide over it. However, such
playing needs both hands, one to strike and another to play the
string. The Gupta kings are playing the instrument with only one
hand, the other lies idle on the scunding belly of the vina.

The gesture and position of this idle hand is suggestive.
Altekar, in his famous work, The Gupta Gold Coins in the
Bayana Hoard wonders why the left hand is above the sounding
board and not below it, where it could have lent proper support
to the instrument.® One could have expected the musician to be
holding tight to the ving had the attention of the musician been
primarily directed towards the instrument, had he, in other
words, been making instrumental music. But if vocal music was
the king’s chief concern, he would be merely strumming the
vina, merely sounding the principal note or notes around which
he happened to be weaving his vocal melody.® A hand loosely

% ‘One exf,:ects the left hand to be placed under the lute in order to support
it’. The Gupta Gold Coins in the Bayana Hoard, Altekar, Introduction, p. 1xix.

5 This may have been done in ways similar to those employed by modern
Hindustani vocalists who vse the svaramandala. The svaramandala is an old
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placed above the sounding board can make the instrument secure
enough for his purpose. In fact, many modem singers too, while
strumming the tanpura with their right hand, place the other
loosely on its round belly.

The gesture of the left palm is also noteworthy. It has been
suggested that this is the natural gesture of a musician deep in his
music. This may be so; and if so, such a gesture is more common
with singers than players; for players usually have both their
hands full. We suggest another possibility. The gesture, forms
what was known ns the vyakhyana mudra — thoﬁgh it has not
been looked at this way;¥ except that the arm is not raised
towards the chest as is usual in this mudra. But this is easily
explained; a person engaged in ving-playing could not have
raised his free arm as it did act as a support to the vind.

In ancient iconography, the vyakhy@na mudra suggests
speech, exposition, teaching — in short, uttering of words. The
lips are not shown as parted as this would hamper the expression
of serenity and composure associated with vyakhyana. The
mudra jtself is symbolic of utterance. The vyakhyana mudrd
found in association with the vin@ surely symbolized the act of
singing, which too involves a kind of utterance.

instrument in India, though in its current form it has obviously been influenced
by the East Buropean Zither. The svaramandala has a direct kinship with the
older harp-vin@, especially the mantakokila Kallinatha commenting on Sargita
Ramgkara 6, 109-113 says: manakokilaiva loke svaramandalamityucyate. The
svaramandala never lost its popularity. Abul Fazl lists it among the instraments
used during Akbar’s reign. Maharaja Sawai Pratap Singh Deva of Jaipur,
testifies to the use of the instrument during the end of the eighteenth century in
his Sangtta-Sara (Hindi): See Part I, pp. 7-8 of the Poona Gyan Samaj edition,
Poona, 1910.

k is, indeed, a curious fact that the modern parallels of the ancient kings’
vina-playing portraits are the familiar photographs or paintings of such singers
as Bade Ghulam Ali Khan singing with their svaramandalas on their laps.

7 There was no single fixed gesture for the palm in the vyakhyaina mudra.
But there are a number of loosely related variations. On some vinZ type coins
the left thumb and fore-finger are shown as projecting slightly outwards, while
in others they bend towards each other in more than a semi-circle. In his The

Development of Hindu Iconography, J.N. Banerjea notes that both these ~

positions are found depicted in ancient sculpture, pp. 254-55.
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The use of this mudra was a happy stroke on the part of the
mint designer. He had so composed the figure as to show the
king in profile, thus pushing the vina towards the side and
making the figure of the king more prominent. To have shown
His Majesty in this posture with his lips parted in song would
have resulted in a very uncouth beak-like effect.

m

Finally, a few words about music, kingship and a historical
generalisation commonly made. Historians often speak of music
as the tempting devil who lures a king away from his stern regal
duties, into the soft arms of decadence, the result being
inevitable decay and loss of power. The example of the Gupta
kings, especially that of Samudragupta, should make up stop and
think before becoming a party to such a generalization. Here
were kings, who at the height of power and glory, took active
interest in music, without wallowing in decadence. The truth is
that music, like any other pursuit, can be the expression of inner
strength, power and glory as well as moral weakness and
decadence, for music is as complex and multifaceted as the
human mind which uses it as a medium of expression.

CHAPTER - FOURTEEN

The Music of Gitagovinda and its
Antecedents: Some Historical Observations

I

Since the earliest histories of Sanskrit literature began to be
written, scholars have assigned to the Gitagovinda of J ayadeva a
unique place in Indian literary writings. One reason for the
uniqueness of the Gitagovinda is its form. It is quite unlike any
preceding lyric in Sanskrit. The cause lies in the fact that no Iyric
before it was so palpably connected with music.

One of the most well-known verses from the Gitagovinda is
that in which the poet proudly proclaims his excellence in having
composed the most sweet and mellifluous verse.! In another
verse which is not so well-known, J ayadeva has claimed an equal
excellence for his music: In verse 10 of the last sarga (one of the
verses attached as an epilogue to his work) Jayadeva exclaims —

yadgandharvakalasu kausalamanudhyanam ca yadvais-

navam

Yacchrrigaravivekatattvaracana kavyesu lilayitam/

tatsarvam jayadevapanditakaveh krspaikatanatmanah

sanandah parisodhayantu sudhiyah Srigitagovindatah//
(Excellence in the skill and subtleties of music; the path of
meditation on God according to the Vaisnava tradition; the
proper assimilation and play of the deepest and truest sragdra in
poetry: may the learned gather (or expect) these things from
Giagovinda of the pandit-poet Jayadeva).2

! Yadi harismarane sarasam mano yadi vilasakalasu kutihalam/
madhurakomaia-kantapadavalim $mu tada jayadevasarasvatim, Gliagovinda,
sarga 1, verse 4.

* Kumbha explains the last line in such a way that it expresses an
uncharacteristically modest rather than a boastful thought: “ke sudhivah
Jjayadevapanditakavestatsarvar gitagovindatah. atra tasil sarvavibhakiikatva-
tsapramyarthe wpapattih. gitagovinde parisodhayantu, Suddham kurvantu”. Rut
Kumbha adds: gitagovinde vz Suddharm janantu”.
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This is a verse which occurs in most manuscripts of the
Gitagovinda. The claiim made here by Jayadeva reveals that in
presenting the Gitagovinda to the connoisseurs of his day, the poet
wanted them to admire his musical as much as his poetic skill.

The larger part of Gitagovinda comprises, what have been
called astapadis in almost all manuscripts of the work. The
astapadis number twentyfour and contain eight stanzas each (the
first astapadi, a hymn to the ten incarnations of Krsna, however,
has eleven). The astapadis have been thematically linked with
each other into a drama-like episodic scheme with the help of
small groups of intermediate poetic verses. These are composed
in the familiar manner and metre of classical Sanskrit poetry. But
the astapadis are revealed to be quite different even at a cursory
glance: not only is the flow of words and diciton in them
composed with an eye to music, their metre, too, forms a class
apart from customary Sanskrit poetic metres.

There are, indeed, many indicative factors which disclose the
song aspect of the astapadis and reveal their kinship with forms
conceived in the musical as distinguished from the purely poetic tradition:

1. Each astapadi contains a refrain, a dhruvapada, which was
a characteristically musical feature ?

2. Almost all manuscripts caption each astapadi with the
name of the raga and tala to which it was to be sung.

3. And lastly, the end verse of each astapad: includes the
name of the poet.*

* In the prabandha genre of medieval songs — to which, as we shall argue,
the Gitagovinda belonged — the dhruva was that musical part or movement
which was essential to all prabandhas. Some other features being optional. The
dhruva, like the theme in western music and the “sthayi’ in current Hindustani
music, was io be offen repeated. Somegvara in his Manasolldsa defines druva
as: ‘paunahpunydd dhruvattvacea dhruvakah parikirtitah’; Manasollasa 4, 16,
443, See also Sangita-ratnakara (henceforth shortened as S.R.) 4, 9 and the
commentary of Kallin#tha.

4 This feature is indeed decreed for prabandha songs: In the last movement,
of the prabandha, termed the @bhoga, the: poet-composer, says Samgadeva,
should include his name:sy@dabhogastadanantaram geyo vaggeyakarena
svabhidh@navibhbsitah. S. R. 4, 38.
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These are features found associated with song-forms and are
quite alien to Sanskrit poetic practice. They have been part of our
musical tradition and are still to be found in the practice of song
writers who compose in classical forms such as dhrupad, khyal,
thumri etc. The padas of the medieval poet-saints which were
composed as songs are also seen to incorporate these features.
They have a long past and can be traced back at least to the
songs of the early medieval ‘siddha’ poets such as Sarahapada,
Kanhupada and others, the earliest of whom goes back to the
eighth century AD. The compositions of these ‘siddha’ poets
were geya-padas (or songs). These early padas are found to
contain all the features stamped also upon the astapadi: they
include a dhruva-pada or refrain; they record the name of the
poet (the ‘bhanita’ as it is called) and, moreover, manuscripts of
the text of these songs, dating back, according to their discoverer
Hara Prasad Sastri, to a very early period — also mention the
name of the raga to which each song was to be sung.

Thus the astapadi is seen to have a strong kinship with forms
belonging to the musical tradition. In fact, the name astapadi
itself indicates the musical affinities of the form. The Brhaddes:
of Matanga, a well-known and influential text on music, placed
usually in the seventh-eighth centuries AD, lists the tripadi,
castuspadi and satpadi as long-standing song-forms belonging to
the large genre called prabandha (Brhaddesi, verses 380 and
386). These forms are classified under prabandha in subsequent
sangita-texts, too. éiﬂ’lgadeva, the famed authority on music,
who may have been a younger contemporary of Jayadeva (he
composed his Sangita-ratnikara in the reign of the Yadava King
Singhana ruling at Deogiri, modern Daulatabad, between
ADI1210 and 1247), lists these forms and delineates their
characteristic features.® Another work, the encyclopaedic
Manasollasa (also known as the Abhilasitarthacintamani) is
most interesting in this context. It covers a large range of diverse

¥ 8.R. (Adyar Library edition), Vol. I, Introduction, p. X.

®S.R. 4, 29-30 and 4, 268-274.
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subjects including music. The work was, purportedly, written by
king Some§vara of the Western Calukya dynasty; though it has
been argued that the actual author was a learned pandit in the
employ of the king.” Somegvara ascended the thome at Kalyani
in the third decade of the 12th century AD, and the Manasollasa
was composed perhaps in the next decade.?

The Manascllasa provides many valuable cues to the
understanding of the song-tradition in which the Guagovinda was
composed. It gives the texts of many a song actually sung during the
period. Other technical works on music rarely do so. The material in
this work is especially valuable as it was composed some decades
before the Gitagovinda, which is generally placed towards the end
of the 12th century AD. The Manasollisa has a long section (in the
16th chapter of the 4th virmsati) on prabandha songs. Numerous
samples of song-texts are given and these provide us with interesting
antecedents of the form adopted by Jayadeva in his astapadis. The
prabandha genre included a rich variety of forms and though
Someévara quotes dozens of examples he says that he is illustrating
only those prabandhas where he could not find & well-known
prevalent song.? The songs given are not always complete, for only a
few lines are thought as sufficiently illustrative; still, many of the
songs contain the name of the professed composer Somesvara at the
end'® much in the same manner as laksana-gitas, illustrative of
particular ragas, contain the pame of the composer in the classical
songs of today.”! We find in the Manasollasa many a song which

7 Manasoliasa, G.0.5. edition, Vol. I, Intreduction, p. vi.

8 Ibid., pp. vi-vil.

¥ laksanena prabandh@nar yatra laksyam pratiyate na tatrodaprtih prokid,
sapeksyesu nigadyate; Minasollasa 4, 16, 199.

0 Ibid., 4, 16, §76; 412; 495 and etc.

11 { et us take an example: Pandit Bhatkhande who composed under the name
of Catura, gives the following ‘sthayt’ for the laksana-gita of raga
SyamakalyBna: ‘Syamakalyana gavat nisadina catura guni, (Hindustint Sangita
Paddhati, Pt. V, p. 76). Compare this with the following in Somegvara: After
saying that he is going to illustrate the prabandha called hamsavati belonging
to the ‘el@ class (Manasollasa 4, 16, 456), Some$vara gives the song, ending
with ‘@ somesvaradeva viracita eld harsavati. At the place of the @ syllables a
free musical passage was, perhaps, to be sung.
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foreshadow the manner, diction, style and even to sorme extent the
theme of the astapadis — though the poetic skill and the well-
measured flow of the Gitagovinda are absent here. It would be
worthwhile to take a few examples:

1. One of the prabandhas, called jayamalika (perhaps
because every new line began with the word ‘jaya’) composed as
a hymn, bears similarities with Jayadeva’s famous astapadi on
the dasavarara theme. The metre in Somesvara’s song is
trregular as is often the case with the texts of songs even today.
The first three lines are—

Java bhujaparighadhriagovardhanadharadhara
Jaya kalpantakokalakesarikaralakarakalivapralayakarin
Java madhuvadhividhuntuda® etc.

2. Another prabandha-hymn contains a rhyme scheme and

has fluid-flowing samasas like Jayadeva:
nijavibhavaracitadasavataram
nisitasarasataksatadanujabharam® etc.

Yet another in the same strain, reads:

sudarSanadalitabanabiho
Siromarravasesikriaraho
niravadhisastropadesadaksa
safigararangadalitahiranyaksa' etc.

3. There are expressions also of the Krsna-gopi love theme
in the liguid style made famous by Jayadeva:

Yauvanabhisitagopavadhimukhapadmamadhukara
Syamalavigrahak@ntivinirjitanavyajaladhara
$ragarasadanasmerasaroruhasaiicayapifijara® etc.
Even Radha-is mentioned in a hymn where Krsna is
addressed as: ‘
samarabharavivasaradhahrdayavallabha'®
The Gitagovinda reflects a much deeper awareness of poetic

2 Manasollasa, 4, 16, 309.
2 Ibid., 4, 16, 501.
4 Manasollasa, 4, 16, 356.
5 Thid,, 4, 16, 451.
18 Ibid., 4, 16, 370.
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values than do Somesvara’s songs, but then, Jayadeva had poetic as
well as musical ambitions. Yet the songs quoted here suffice to
show that the Gitagovinda astapadis were composed within the
well-established tradition, scheme and strand of prabandha songs.
One stray song of the species illustrated in the Manasollasa
occurs even in a non-musical Jain Praknt literary work, the
Katha-kosaprakarana of Jine§vara Siiri, who composed his
collection of stories in AD 1051,'7 many years before the
Manasollasa. In the story of prince Sihakumara (sihakumara
kathinakam), the main character Siha is described as an expert in
the art and technique of music. Siha, when asked to show his
skill in the court of his father, sings a song, which Jine§vara has
called a cauppadika bandha, evidently meaning a composition in
the catuspadika i.e. a prabanda song of the catuspadi variety.
Jine§vara gives us the text of the song, which is a hymn in
Prakrit to Mahavira. The song has many points of interest. It
contains four stanzas in & more or less regular thyming metre, as
in Jayadeva. It has a refrain in the form of a line which is repeated
after every stanza — this is evidently the ‘dhruva’ though not
actually called so. The name of the composer Sthakumara occurs in
the line which acts as the dhruva. We quote two stanzas:
Samsarasamuddagatabhavika uddharana
Kamakohamayamohamicchatta avaharand
esim kari gayai rayasthakumara
vira tuha p@yavirahi sayalu andhara
(This stanza is repeated as dhruva)
Devasuramanuyasivasampayatarukamdid

narayaduhatiriyabhavasantativiccheda
18

esim kari gayai............. et
One here observes many notable formal similarities with the
Gitagovinda astapadi: the thyme scheme is of the same nature;
the poet’s name is included in the song, and there occurs a

refrain; and indeed, the very name of the form, catuspadi, cannot

17 See the Introduction to Jine§vara Stri's Kathakofaprakarana, Singht Jaina
Grantham3#l3 No. 11, Published by Bharatiya Vidya Bhavana, 1949.
1% Ibid., text, p. 42.
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but remind us of the astapadi. This song was recorded more than
a century before the composition of the Giragovinda.

I

There is, then, a strong case for believing that the astapadi
belonged to genre of the songs called the prabandha. Jayadeva, too,
has himself called his poem a prabandha in a celebrated verse:

vagdevatacaritacitritacittasadmi
padmavaticaranacaranacakravarti/
srivisudevaratikelikathasametan
karoti jayadevakavih prabandham/f"®

The word prabandha was used also for any literary
composition and this is the sénse in which it is generally
understood in this verse. But in the view of the extermely
suggestive evidence that has been presented above, one can
reasonably maintain that the word in this context denotes the
prabandha genre of songs, too, if not song alone.

There is another suggestive point that emerges from the
verse in this connection. Jayadeva here names a woman,
Padmavati, in tones of obvious tenderness and love. Padmavati
was, according to well-known legends, Jayadeva’s wife.
Jayadeva remembers her again with affection and pleasure at the
end of an astapadi in the 11th sarga:

vihitapadmavatisukhasamaje

kuru murare mangalasatani

bhanati jayadevakavirdjaraje®
(O Murari, bestow a hundred blessings on Jayadeva the King of
poets who sings to you — Jayadeva who has often been a source
of great happiness to Padmavati).

¥ Gitagevinda, sarga 1, verse 2.

# According to one reading, the astapadi no. 19, sarga, 10, also mentions
Padmavati in the last verse, where Jayadeva refers to himself as the ‘beloved or
husband of Padmavati’: jayati padmavatiramanajayadevakavibharasi-
bhanitamatisaram. This is a pathabheda quoted in both the Nirnayasagara
edition of the Gitagovinda (see p. 133) and the Lalbhaj Dalpatbhai edition with
Minanka’s tika; see p. 87.
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Mentioning one’s beloved in a poem (even if she was a wife)
was considered as a highly unorthodox — not to say unseemly-
poetic practice, and some commentators have tried to explain
Padmavati as denoting the Goddess Laksmi — though such a
name for Laksmi hardly occurs anywhere. But while we find no
precedents where a Sanskrit poet has openly inserted the name of
his own wife or beloved within his poem, such a practice seems
to have been quite in order among singers and composers of
songs. Witness Kalidasa’s yaksini, who tried to while away her
sorrow by singing songs with her beloved’s name in them.* In
the case of prabandha singers we even find a near-authorization
for such a practice in the Manasollasa where Somesvara states:
“A musician should sing to (or of) the king or chief prince who
are endowed with the qualities of the great and possess great
power; or he should sing to (or of) the chief queen or the great
queen or to a woman of distinction whom he loves; to (or of)
these he should sing, whomsoever he feels inclined towards; but
a prabandha should never be composed with a view to please

- anyone else even for the sake of money.”® In the light of this

statement, we can see that Jayadeva was not violating any code
of propriety in having fondly put in the name of his beloved in
the body of his composition.

Although the form, the manner of composition, and other
peculiarities of the astapadi reveal it as a prabandha-song, yet
the name astapadi as such does not occur among lists of
prabandhas in sangita texts. But this is not surprising. The
prabandha was a very large genre comprising a vast number of
varieties. These were distributed into classes and sub-classes by
theorists with their love for categorization. Not all forms could

A madgotrankam viracitapadam geyamudgatukama: Meghadiia,
Uttaramegha, 23. 1 am indebted to Professor G.C. Pande for this suggestion.

Z nrparh va yuvargjarm va mahasaktigunorjitam/mahadevim brhaddevim
priyam va yosiduttamam/gdyennijecchaya gatd yatra cittarh pravartate/
arthalobhattathanyesam prabandho naiva givate/ Manasollasa, 4, 16, 562-363,
‘Priyah v yosiduttamam® may, of course, refer to a king’s favourite and not
the composer’s beloved.
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be listed and described, for that would have over-burdened
even the most ambitious sa@stric work. Sﬁrflgadeva divides
prabandhas into three classes: sida, ali and viprakirna
(lit. ‘scattered’, i.e. miscellaneous).” The third class includ;ed
tripadi, catuspadt and satpadi, and comprised a large corpus of
forms. Of these Sarngadeva proposes to describe only a few
well-known ones.? It is quite likely that the astapadi was one of
the obscure and lesser-known forms of this class and came into
prominence later, due, may be, to the attention bestowed upon it
by the genius of Jayadeva.

Song-composers in early medieval times were called
vaggeyakaras® i.e. creators of words and (accompanying) music.
Vaggeyakaras were classified according to their talents and
capabilities. The best of them was a master poet-cum-musician
in whose compositions both the poem and its music were new
and original and embodied the great creative genius
(prabhittapratibha@)® of the composer. Jayadeva evidently, was a
truly pratibhﬁvﬁn vaggeyvakara.

There was no false modesty in Jayadeva. A vdggeyakara,
says Samgaa’eva, should put his name in the last movement
of a prabandha song;? this Jayadeva has proudly done
in all his astapadis. He often also adds an invitation to the
rasikas and pandttas to admire his sweet artistry.? The foremost
vaggeyakdras, says Samgadeva are ‘vastukavis’ (S.R. 3, 11) —
this Kallinattha explains as meaning a karhzkavi: a poet whose
poem weaves a story. Jayadeva, indeed, claims that the subject

BSR. 42223

* tato ‘nye viprakirnastan prasiddhan katicid bruve. SR. 4, 28.
® van maturucyate, geyarn dhaturabhidhiyate/viicarh geyar ca kurute yah sa
vaggeyakarakah, S.R. 3, 2,.
¥ 8.R. 3, 6 Kallinatha quoting from another text explains pratibha as:
‘prajfiam navanavonmesasatinith pratibham vidul’.
¥ 8.R. 4, 38; quoted ante. See foatnote 4.
srzjayadevabhapz:arcznvancuakhapg&myuan'uilc‘zpa.m/sfrpumsudh&ma-
dhuraric vibudha vibudhiilayaro’ pi durdpam: Gltagovinda sarga 8, last verse of
astapad:. Also; frijayadevabhanitamatilalitam/ sukhayatu rasikajanarm
haricaritam. Gitagovinda sarga 9, last verse of astapadi
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of his prabandha is a katha - the tale of K;g;a‘s loves —
(vasudevaratikelikathasametam/karoti jayadevakm:th pﬁmibanu.?ham‘).

Legends recorded about Jayadeva by Nabhddasa in his
Bhaktamala, and following him by Jayacanda, portray Jayadeva
as a singing poet and a dancer dedicated to the serlfzce of Lord
Krsna. He was, it is related, a simple, unlearned brahmana who
sang and danced before Lord Krsna out of spontan‘eou.s
devotional fervour. Such a picture of Jayadeva’'s persopahty is
however, belied by the Giragovinda, which is Fhe creatlop of a
deeply sophisticated man, a nagaraka, a vidagdha (1:(11 the
language of Jayadeva’s days), who was one of t'he best pro ucts
of the urbane culture and refinement attained in the cultl_vated
circles of the age. Jayadeva's Mira-like image_ of a sgnple
spontaneous bhakta, which was the ideal of this- devotional
movement, was transposed upon the memory of J_ayadeva,
transforming his character completely. But the? picture of
Jayadeva as a poet-musician is certainly rooted in fact. '1.‘he
Sekasubhodaya, a 16th century collection of legends centltmg
around the court of King Laksamanasena, portra?/s J ayadev.a ina
manner quite different from the image of him as a 511}115»16
devoted bhakta. Jayadeva is presented here as the court musician
of Laksamanasena; Padmavati is his wife; both are reported to
have sﬁpematural powers in their music, powers such as-ti‘lose
told of Tansen, Baiju BavarZ and other renowned musiclans
(Sekasubhodaya, Ch. 13).%

I
The prabandha form of music which Jayadeva, from all
signs, appears to have adopted for his song, had, we have seen, a
tradition antedating him. We have given examples f_rom
antecedents composed in the 12th century AD, but tl}e form itself
was much older. It was an already well-estabhshid,.well-
regulated form when Matanga wrote his Brhaddesi, in the

» The text has been published by the Asiatic _Society of Bengal, Calcutta
1963, with an Introduction and transiation in English by Sukumar Sen.
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seventh or eight century * The form was, in other words, a well-
cultivated classical form by the time Jayadeva sang in it.

However, the links that the Gitagovinda bears with its
prabandha antecedents appear to have been overlooked by
modern historians of Sanskrit literature. They have put forward
the hypothesis that Jayadeva was inspired by folk and rustic
forms. Schroeder called the work a ‘refined yawrd’. Winternitz
opined that ‘rustic dance games with music served him
(i.c. Jayadeva) as models for the songs which form the nucleus of
the work’. This view is still the generally current view, and needs
to be revised in the light of sangita-works.

The prabandha is now an extinct form, but technical
descriptions of its musical structure are to be found in sangita-
texts. It, plainly, stands out as a refined form of high art-music.

The musical movement of the prabandha has a four-part
structure: it began with the udgraha, after which came melapaka,
dhruva and abhoga. The structure has a distant parallel
in the four-part dhrupad form which was born out of the
prabandha? Of the four basic movement of the prabandha
structure, two, namely, melapaka and abhoga, did not occur

in certain prabandhas;* the other two, udgraha and dhruva,
were essential.

* Mataniga describes a host of forms in terms echoed and often quoted by
later authorities. He begins a survey of prabandhas with the statement that
they are innumerable and that he has chosen to describe only a prominent few:
desikaraprabandho’yam haravaktrabhinirgatak/kascitkhyaiasty kathitc na
JRdyate’l- pabuddibhibftesamn madhyat samuddhriye yuktalaksanalaksitan/
Srimatanigamunih praha muninuddisya tadvatha. Briaddesi 376-77.

3 Nayaka Gopala, ene of the earliest known dhrupad composers whose
compositions, however transformed, have come down to us, has been referred
to by Kallinfitha (15th century AD), as a composer of prabandhas (see his tika
on S.R. 4, 253-256). Nayaka Gopala is believed to have lived in the period of

- Alauddin Khilii (AD 1296—1316). The fact that Nayaka Gopala is associated

both with the prabandha and the dhrupad is indicative of the link between the
two forms of musical composition. Saddrafga, to whom we owe the present
Khyal style, had similar links with the older dhrupad form,

# 8.R. 4, 11; See also Parévadeva as quoted by Sirhabhopdla on S.R.; 4, 1-
19. Also Manasollasa, 4, 440-43,
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The general prabandha structure was furthef ar}alysed
into six elements, metaphorically referred to as the six ll[I:le of
the prabandha-purusa> These elements were: svara, biruda,
pata, tenaka (also called tennaka, tenna Or tend It SOMC works),

and tala.* _

pad(;vara, in this context, denoted the singing of sol—fa 1?otat10ns.35
Sirmhabhipala® here explains: svara stands for.the s.mgmg 3f th.c
syllables, sa ri ga ma pa dha ni at their approp.nate pitches™. F_FhlS
is what is known as singing of ‘sargams in modern musical
parlance. Pada stood for the words of the sung text (S.R,‘4, 16)’.
Tenaka, signified the singing of the two syllables re‘ na
repeatedly, and seems to have been the forebearer of our 0\_:m nom
tom’ vocables in singing. The syllables ‘zena’ wen‘a believed t,o
represent the maha@vakyas like ‘om ta't scft‘ and tattvafnasz ;
consequently, their employ during singing wras considered
auspicious.® Para was the technical term for the @fferent syllables
conventionally employed to represent the different soul-lds
produced on the drums — what we today call ta.blﬁ or m_rdarfga
‘bols’ ¥ The term #ala had the same meaning as 1t_has toda?: ie.
a rhythmic cycle of numbered beats distributed in a Pz_utlcular
pattern. Biruda meant a landatory cpithct_. Tts position and
significance in the context of the prabandha is not clear.

B8R 4,12-13.
o ¢ abhviyakti saryukial
¥ svarghsadjddayastesam vacakah sarigadayah/svarabhviyakti samyukiay
svarasabdena kirtitzh. S.R. 4, 15-16.
3 He wrote his fika, entitled Sangitasudhzkara, on the S.R., towards the close
f the 14th century AD. ~ - o
0 ¥ c“svarm iti. sadjadayah svar@h pirvamuktah resam Vacakah.
sarigamapadhaniii varnah tattatsvarabhivyaktisahitah svamsabdenocyar'zre:
Sangitasudhitkara on SR. 4, 1.9. Kallinatha's commenfts_a're als_o_re_velalmg.
“svarasya ca sakalaprabandhagatatve’pi gadjﬁdivﬁcak:nwn sarigadinameva
; i Gdasadharanyendfiga- desah.”
svarabhivyakiihetutvadasadharanyenanga-tvavyapadesan. ) N
® tergti Sabdastenah sy&nmaﬁgalﬁrrhaprakasak_a._h/c?m Iarsadu‘i
nirdesattatvamasya-divakyatah/taditty brahma tendyam brahmana
mangalamana/laksitastena teneti...... SR., 4, 17-18.
¥ paro vadyaksarotkarah. S.R. 4, 18. o _
Sirhlfaiahﬁpala explains: “vadydksdrananm dhigdhigadinamutkarah samitho,
vadyad-hyaye vaksyamanah, paia ityucyate”.
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This brief technical account of the prabandha form should,
we hope, suffice to sketch before us the picture of its
complexities. It was, obviously, a highly developed art-form and
bears many suggestive parallels with present classical forms.

A confusion can perhaps arise here: The prabandha has been
included by theorists in the category of desi music, and desi has
been defined as popular, regional rmusic unbound by rules. But
one should not on this score be led to think that all so-called desi
music was of a folk or rustic character. After all, our own
complex and subtle art music is but desi music; for desi is, in
sastric works, a category opposed to marga, a term which
denoted the most ancient forms of music predating the medieval
period, and all marga forms were already extinct by the 16th
century AD. Our art-music also is thus desi. The term, then, need
not necessarily signify a crude folk form.

There, certainly, must have been folk elements in the
prabandha as there are in all cultivated art-forms. Both Indian
and western art-music contains dermnonstrable elements traceable
to ‘folk’ sources. Indeed living art-music keeps continuously
being renewed through assimilation of influences that have a
‘folk’ derivation.®® Prabandha, too, seems to have emerged out
of marga forms due to a gradual absorption of new folk forms,

and it is in this sense that it was desi music. But it certainly could
not have been rustic music. As early as in the period of Matanga,
the prabandha forms had acquired a standardised structure. And
after Mataniga 100, we come across sangita-texts, separated from
cach other both in time and in space, which describe the
prabandha in an almost like language and manner. Authorities
belonging to different times and regions such as Par§vadeva {ca.
12th century AD, hailing from western India), Nanyadeva (king
of Mithila, early 12th century AD), Somegvara, (Calukya king of
Kalyanj, reigning during the 1130s), and Sarmgadeva (who wrote
his Sargitaratnakara in early 13th century AD at Devagiri,
modermn Daulatabad) have all described the prabandha in similar

% Both the thumri and the tappa, for example, have developed in this way.
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terms. It was no regional style. It was a form cultivated country-
wide over the centuries. Formal rules had to be carefully
observed in singing a prabandha*' Prabandhas were sung in
Prakrit or the vernacular, but also in Sanskrit, the ‘cultivated’
tongue. The vaggeyakaras who composed and sang prabandhas
were honoured in the court of cultured kings.” The prabandha
singer’s art was an exacting art demanding control over many
intricacies and a high degree of finesse and perfection. Critical
appreciation was well-developed among discriminating listeners
and sarigita texts describe in detail the dogas to be avoided, and
extol the gunas to be cultivated.”* Most of the observations made
in these texts are still valid for classical music today.

v

Jayadeva, we have seen, wanted his audience to admire both
his musical and poetic achievement in the Gitagovinda. He must
have belonged to that charmed group of vaggeyakaras who
could compose both the poem and the music of a song with
genius. His art received a ready response from his public and his
fame spread far even in those troubled times. A verse of his has
been quoted in a rock edict from Patan, dating AD 1292.4

A living tradition treasures and preserves the creations that it
deems as works of genius. Yet, though we have the Gitagovinda
poerm, its original music has been lost. There exist many current
styles of Gitagovinda singing, especiaily in the east and the south,
but none can be traced back with any certainty to the medieval

4 Somedvara, who was direcily acquainted with prabandhas, observes:
vidhiryesam prabandhanam yadrsah parikirtitah/ talena bhasaya ragaih
svaraih pataifca tenakail/vidhing tena te geyd na vidhih pratilanighyate/
vidhilope bhaveddoso na samyaglaksanarm bhaver: Manasollasa 4, 16, 556-
557.

42 Music and dance performances were presided over by the king, and he was
expected to be a connoisseur versed in the mysteries of the art (Manrasollasa 4,
16, 2-5). The best vaggeyakaras were given seats of honour with the nobility in
a sangita-sabha. Ibid., 4, 8, 12-13).

$ SR, 3, 13-86; Manasollasa 4, 16 15-87 and other texts.

“ History of Indian Literature, Winternitz Vol. Iil, pt. 1, p. 136, and other
standard works.
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period. The earliest tradition may perhaps, in some form, have its
source in the bhakti period, but even this cannot be really
aut}fenticated. Some manuscripts, however, may go back to an
earlier period, and these give us the names of raga and ala for
each astapadi. But there is no unanimity even in this very
meagre musical information. Different Manuscripts are seen to
give different sets of raga-téla for many of the astapadis,* and
none of the manuscripts can be directly linked with Jayadf;va or
his immediate tradition. ,

Jayadeva’s own music does not appear to have survived the
poet himself for long. Indian music is almost entirely unnotated
and was much more so before the modern period. Music i;
handed down in a guru-sisya-parampara, and hence its forms
need a much greater social stability for preservation than do
manuscripts of the written word. The turbulent period which
followed Jayadeva — who most probably was patronised by
Laksamana Sena of Bengal towards the end of the 12th century
AD — destroyed many forms and traditions; there is nothing to
wonder if Jayadeva’s music, too, was lost.

_Certainly no authentic and generally accepted music
attributed to Jayadeva himself was surviving when Rana
Kumbha wrote his Rasikapriva k@ on the Gitagovinda in the
middle of the 15th century AD.* Kumbha in his prologue

“_5 _We have no direct access to manuscript material, but we give a few
st;;kmg examples from two printed texts of the Gitagovinda, and the
th_habkedas they record. The texts are (1) the Nimaya Sagara editioh with the
fikas of Kumbha and Sarhkara Misra, (2) and the Lalbhai Dalpatbhai, Bharatiya
S.ansknti Vidyamandir, Ahmedabad, edition with the tika of Mﬁn’ﬁﬁka The
dlf’fercr_x_t rdgas and ialas recorded for the 10th a.;tapadi are: (a) -rc‘I a
desavarags, padimatha tala, (b) raga deSakha, viradi (7) fla, () raga gauii
pimmqrhc_z_ tala (d) raga defaveradi, rapaka tila. The 16th astapadi has: (ai
raga desakha, gaudivamatha (?) tala, (b} raga malava g;:z.uda {c) 1:&‘ a
desa_kka,_ekarﬁlf tila, (d) raga desavaradi, ripaka tale, The 17th .ha,s: =) rﬁga
b:hazmvz, yati 1dla, (b) raga bhairava, yati tala, (c) ra@ga megha. The
d1ffere.nccs rfacorded here are apart from those given by Kumbha; he I‘mu:i used
an“entlre!y different set of ragas and ralas for the astapadis. ,

-Kun%bha reigned from AD 1433 to 1468, He seems to have composed the
Rasikapriya towards the end of his reign after having fought and won man
battles. Verse 14 in the prologue to his 1k reads: ¢

-
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laments the fact that no tika@ on the prabandha composed by
Jayadeva exists which deals with all the aspects of the song. By
this he meant that commentators had confined themselves to
explaining the text alone. He proposes to fill in the existing gap
by indicating the svara and other six limbs of a prabandha (such
as pata, tena etc.) as they should be musically arranged in the
sung form of the poem.”

But the music to which Kumbha here alludes, was not a
traditionally current form, but one which he had himself
composed to the Gitagovinda. Repeatedly he informs us that he
himself was putting the text composed by Jayadeva to music.
Beginning his tika on sarga two, he says — using the musical
parlance of his day — that he was adding his own dhatu to

Jayadeva’s matu: dharu and matu meant in medieval times, what -

the words ‘svara’ (music) and ‘bol’ (words) mean today.®
Kumbha makes the same assertion at the commencement of his
comments on the third, fourth, fifth, eighth and other sargas.

Kumbha in his Rasikapriya often refers to and quotes from
his great tome on music, the Sangitardja. It appears that Kumba
had set the Gitagovinda to his own music in the prabandha
idiom, even before he wrote the Sangirardja, for in this text he
says that he has composed 28 prabandha songs to the text of the
Gitagovinda. He classifies these prabandhas as belonging to the
misrasiida class, and lists them with the words:

ast@virmsatirete’ tra prabandhah krsnabhibhuja

jérvil tu prthvim krtva tatpatmkaradayinab/radhtunadhavastrasya rasiko
ramate’dhuna.

1 praryajaayi prabandho yo jayadevena dhimail na tasya vidyate laksma
sarvangairupalaksitah atah svaradibhik sadbhirafigaih saryojya tathyatari/
nitv, ginvi tada hitva kutukatiu pravartyate. Rasikapriyd, prologue verses 14-15.
In the same passage Kumbha again says:
atha kumbhakarnanrpatih stutva natva sarasvatih devim/svarapatatenakanarm
karoti gumpharm sumgnfrtham, Ibid., verse 21. The printed text reads ‘patha’,
int the second line: but the association with fena and svara clearly indicates that
the reading should be pate. Elsewhere Kumbha calls his tikZ a ‘total rika’
Klptavivrti and a tika which illumines the music of the Gitagovinda (Sec verse 7
in the Rasikapriy@ on sarga 3).

“ g R. 3, 2; quoted earlier; see footnote 25.
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svopajfiagitagovindamisrasiide prapaiicitah

Sangitard@ja 2, 4
(These 28 prabandhas are arrange(d bf Ku-:nbh’a ’il?: tzl'ngg
Gitagovinda misrasida — a class of prabandhas — which he
has hlII.lSle composed} Kumbha had given to these prabandhas
names inspired by Jayadeva such as: samodadamodarabhram-
arapada, aklesakesavakufijaratilaka, amandamukundama-
karandah, and such like.

Kumbha’s comments can give us no idea as to how J ayadeva
had’ composed the prabandhas almost three hundred years
earlier, but they can certainly give us some notion as to how the
text of a song was moulded to the prabandha form. This notion
too,_ can be but a faint shadow of what Kumbha had musicall):
achieved, for he does not give us any notations. And even if he
had, they would have been like an undecoded language to us
because the tonal values of notations found in old sa;igita—texts,
are far from being satisfactorily known. -

Still, with these reservations in mind, let us take a few
examples of how Kumbha had applied the formal musical
elemex}ts of the prabandha genre to the Gitagovinda. This will at
least give us an inkling of the natore of the prabandha idiom:

1. The second astapadi is the hymn beginning with:

Sritakamalakucamandala dhrtakundala e
_ kalitalalitavanamala jaya jaya deva hare

I'n this song an algpa — a free improvised musical passage
devoid of words* — was to be effected with the last syllable c‘,e”
of the first line (atra ekaradiralapo JAieyah). The first line of
every stanza in this astapadi ends with an ekara: all were to be
followed by an @lapa; the purpose being to give a proper musical
form and expression to the rdga being sung.® The alapa was to
be rich in the use of gamakas.5!

* ragalapanamalaptirbhiribhangi - o
. e gimanohard / prayogadva tathalg, hiRa
saﬁ:g‘amtamtfz‘: Sangitargja, 2, 2, 3, 52. prayog a pasamjiG
‘e’ iti etadante ragepiirtyai ganavelayar , L
. ! 'vam pratipad, 1
Ra:ltkapnya, sarga |, astapadi 2. pratipadark etavadpadarn.
alaparh ca pratipadar nanagamakapesalah. Ibid.
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In current classical music, too, the singing of a Qoetic text is
interspered with purely musical passages so as to give shape to
e j;%?he celebrated astapadi beginning with ‘lalitr:zlavaﬁgalat—
aparisilanakomalamalayasamire’ was also to be interspersed
with @lapas rich in gamakas. At the end of the pfem were sung
the auspicious ‘fena’ syllables followed by pga_;a-akgams or

7 er which ‘saragam’s were sung.
mrdgr.zg;hb:l;c’):?th astapadi ( fandanacarcitanil-akaleva_ra-
pitavasana-vanamali..) was set to rdga gurjari End Jjhampa tala.
At the end of its last musical movement, called Zbhoga, sar,s:e;ams
were sung, followed by mrdanga bZ:lssgi.e. pdta), after which a

ng were repeated.
o ;::E:i ?Zrtfrlxcals Zlfments alg:afound in the cc?rr}position_ of
other astapadis. These features of the prabam-iha 1d10r'n, mmd
us of our own approach in musically interpreting p(_)etlc .texts in
the classical style of singing, and can help us imagine the
expressive richness of the astapad: form.

52 “teneti mangalavacakam. taia piravﬁdyﬁk;arotkan:h. tatah svarah
] i 7 in the same context:
iadih” Ibid., sarga 1, astapadi 3, also in ame X )
Esafftzrn.a-zkfzI!’aptibhr.‘.;yig:_rhafx purnakalpah prakirtitah piirtau punastena
patasvardni. .. _
5 Ihid., sarga 2. astapadi 1.

e

CHAPTER — FIFTEEN

Music in the Thanarmga Satra

Ariga is the primary canon of the Jains. Svetimbara Jains have
preserved eleven of the originally twelve arigas in a redaction made
by Devarddhigani in the Fifth century AD. Thanamga is the third
anga. This ariga is a store-house of varied lore. Together with
matter relating to Jain doctrine and conduct, it also contains
much information on many secular arts, skills and sciences.

The arrangement of contents in the Thanamga follows a plan
based on numbers. The work is divided into ten sthanas (thanas),
and rusic is placed in the seventh sthang because the basis of
music is the seven-note octave,

The Thanarmga account of music is short and cursory. It is
unsatisfactory as a systematic and comprehensive delineation of
ancient Indian music, and is similar in this respect to the
description of the subject as found in Purdnas such as the
Markandeya and the Vispudharmottara. It has, nevertheless,
many points of interest. Early texts on music are rare and the

Thanamga description is valuable on this count also, for it
belongs to a period from which few texts survive.!

The text on music as found in the Thanamga also occurs
almost verbatim in the Anucgadira, another canonical work of
the Jains. Anuégadara is part of the secondary Jain canon.? The

' The ahigas contain material much antedating Devarddhigani who was
primarily a compiler. However, certain minor changes, delefions and additions
in the arigas did occur as the discrepancies between the contents of the texts as
available and as noted in the later portions of the canon or reported by early
Hikakaras show. Muni Nathamal in his editor’s preface, pp. 5-6 to the Jain
Svetambara Terapanthi Mahasabhs, Calcutta, edition of the Ayarg text gives
some examples of such changes in the case of Ayzra. See also A History of
Indian Literature, Winternitz Vol. I, foot note 3 on p. 47.

* Anuogaddara is classed by some as a malg sutta and as calika by others
{see Introduction to Dasaveyaliya, edited by Amolak Chandra Surpuria,
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material on music in this text seems to have been borrowed from
the Thanarirga, which being an ahga, contains earlier material.
The purpose of including music as a topic in the anga was,
evidently, to give the Jain monks a modicum of acquaintance
with the art. The Tha@namga account has no further ambitions
and for a fuller and more detailed understanding of the subject
one has to turn to texts like the Naradiya Si!g;ﬁ, Natyasastra and

Dattilam.

I
As the Thanarhga dissertation on music is short and also
little known, we give here a full translation of it. We will then
attempt at a study and analysis of the text in the light of other

ancient accounts.

THE TEXT?
Names of notes '
Musical notes (svaras) are said to be seven in number. They
are: sadja, rsabha, gandhara, madhyama, paficama, dhaivata
and nisada;* thus are the seven notes termed.

Svarasthanas
There are said to be seven sthanas for these seven notes:

sadja is produced from the tip of the tongue (aggajibbhaém),
rsabha from the chest (urena), gandhara from the throat,
madhyama from the middle of the tongue, paficama from the
nasal region, dhaivata from the area of the lips and the teeth, and
nisada from the roof of the palate. Such are the svara-sthanas.

published by Raibahadur Motilal Mutha, Bhavani Peth, Satara). Winternitz
classifies Anfioga with Nardi as an independent canonical text and mentions
that some classify them as prakirnas (0p. cit., pp. 429-30).

3 We have used the text as given in the editien published by the Akhila
Bharatiya Jaina Sastreddhara Samiti, Rajkat, 1965. The text includes a stkz in
Sanskrit

Appendix I for the original Prakrit.
¢ We will give Sanskrit terms as they are more familiar than Prakrit.

and explanations in Hindi and Gujarati by Muni Ghasilalji. See -
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Svarsas produced by living beings

) even svaras arc said to be produced by livi i
(jivanissiya@), in this manner: :m_ajr'al:;s sounded {))’I l;:: iezeclcz:is
rsabha by the cock, gandhara is the call of the swan anci
madhyama that of sheep. In the (spring) season when ﬂ(;wers
bloom, the kokila sings the paficama. The sixth note is {in th
call) of the sarasa, and the kraufica bird sounds the nisdda )

Svaras produced by non-living objects
Seven svaras are said to be ivi

_ Seven sv produced by non-living object
(gjivanissiya), as follows: sadja is the sound of the rirdaiigas
f;abhf of jhe (instrument called) gomukha;® the conch sound;
the gr_zn_dha.ra, and madhyama is sounded by the jhallari® the
g;dhtéka V;’lth a four-legged stand’ sounds the paficama; the

dambara® sounds dhaivata and the seventh (note) i :

e ounds (note) is (so.unded

Svara laksanas:
There are said to be seven -
seven svaras. These are (as foIIoSwvg)ia ielwanas pelated to these
_Wzth sadja a person acquires livelihood (vittir) and (his)
actions do, not remain fruitless;'® he comes to possess man
COWS, friends and sons and is loved by many women. ’
With rsabha (a person) acquires power (esajjam); (he)
becomes a commander of armies and accumulates great “;ealth
He comes to possess (rich) clothes, perfumes, jewellery many
couch?.s and many women. With gandhara (a person) ac’;quires
proficiency in the science of music; (he) acquires an excellent

5 A musical instrument i
1 perhaps of the horn variety.

: %1 lcmg of drum or may be a cymbal. v
i ncl :r;:;aczﬁi ;c;z;calamdaﬁkaps{{:(}hana; gohiya@'. ‘Gohiyd is explained as a kind

drun ed dardarika by Ghasilalji. The descriptive epithet *
pa;{tAhﬁn:l wal.:i eyd;nﬂy the distinctive trait of a special type Ef gwéf;;calana

other kind of drum; also mentioned in S, el a .
s ‘onomer ind in Satapatha Brahmana, 14.
" The text reads ‘kayarm ca na vinassar'.
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livelihood (vajjavitti) and becomes a master of many arts and
skills. Poets, wise men and those learned in the sastras (are
persons who are characterised by gandhara).

Persons who are characterised by the note madhyama (majjhi-
masarsampann@) are people with a happy disposition (suhajivino).
They are generous, they eat, drink (and make merry): Such 1s the
(disposition) depending upon the note madhyama.

Persons characterised by the note paficama become kings;
they are brave, they gather together a great number of men'' and
become leaders of vast multitudes (anekagananayaga).

Persons characterised by the note dhaivata are of a
quarrelsome nature. They become bird catchers (sainiya),
hunters (vagguriya), boar-catchers and fishermen.

People whose disposition depends upon nisada are canddlas,
professional boxers (mutthiya), lowly people, sinners of various
kinds, thieves, and kiliers of cows.

The three gramas:
There are three gramas relating to these seven svaras. The
gramas are: sadja-grama, madhyama-grama and gandhara-grama.

Mirchanas:

Sadja-grama is said to have seven mitrchanas: margi,
kauraviya, hari, rajani, sarakrand, sarasi and Suddhasadja.

Madhyama-grama is also said to have seven miirchangs:
uttaramandrd, rajani, uttara, uttarasama, samavakrania, sauvira
and @bhiri, the seventh. Gandhdra-grama, too, is said to have seven
miirchangs: nandi, ksudrika, purima, Suddhagandhara the fourth,
uttara-gandhara the fifth, and susthuttarayama, the sixth as per
rules, and finally uttar@yata, the seventh and last of the mizrchands.

Questions relating to song techniques
Wherefrom are the seven notes produced 7 What is the

I The expression is ‘saigahakattaro’ which may also mean ‘accumlators (of
wealth).”
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ff)un.tainhead (voni) of song ? of what duration is the breath {in
singig} ? How many are the processes (Ggara)'? in a song ?

The answers

The seven svaras are produced from the region of the navel.

L.ament is the fountainhead of song (ruiyajoniyarn).’* The
duration of the breath should be equal to one metric foot (pada).
. There are three processes (agara) in a song: (a song is) soft
in the beginning, sustained in the middle and ends with a fury
(avasane tajjavinto).4

Criteria for a good singer

_ One \»\fho is properly trained and knows the six faults, the
eight merits and the three vrttas of song becomes proficient
enough to sing in theatre-halls (ramgamajihammi).

The six faults

One should not sing timidly, or in too fast a tempo, orin a
manner that cuts short the melodic movement; one-should not
stray away from the rhythm (tala); (moreover, to sing in) a

f:roaking crow-like voice and a nasal tone; these are the six faults
in a song.

The eight merits

The eight merits in a good song are: fullness, affectiveness,

melodic grace, clarity, avoidance of mere loudness, sweemess, evenness
and charm.

' Agarg literally means, ‘forms’, but what is signified seems more akin to
prc:cesses or rather ‘phases,” as the answer to this question implies.

® The question ‘what is the yoni of a song’ could mean ‘what is nature or
characteristic of a song, or “to what class of things does a song belong’; the
answer consequently would mean ‘a song is of the nature of a lament or
be{imgs to the same class as a lament." See also Appendix [, at the end.

Ghasilalji translates ‘tajjavinte’ as ‘ksapayantal’ which seems to be off

the track._ The Paia-sadda-Mahannavo equates ‘tajja’ with ‘tajjay’ and gives
the meaning as, ‘to threaten,” *to deride’. There is, however, a variant reading
suggesting, ksapayantah; See Prakit text, Appendix II.
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Aesthetic elements of a good song

A good song is fluent (pasattha) in all three octaves:
mandra, madhya and fara;" it is sung with an enticing flow of
words: it is synchronised with the resounding fala-beats (sama-
talapadukkhevari) and is intoned with an even application of all
seven svaras: It has depth (s@ramanta) and grace; it is devoid of
faults, rightly applied, sweet, and is sung with due deliberation
over its various elements (uvanitam sovacaram) and with an eye
to measured form {mita).

Vrita
Vritas are of three kinds: sama, ardhasama, and visama in
all respects — there is no fourth.

Languages of songs

Utterances are said to be of two kinds: Sanskrit and Prakrit,
(both) are sung to the whole gamut of notes ( saramandalammi).
The Rsibhas-itas'® are the best songs (pasattha).

Different women and their inherent qualities as singers
Which women sing sweetly 7 and which sing with a rough
harshness 7 which sing skilfully ? which sing at an (unduly) slow

IS The text has ‘urakanthasirapasattham’ ‘wra’, “kanptha’ & ‘sira’ were
considered to be the three seats or abodes of the three octaves, mandra, madhya
and ta@ra, respectively. The use of the terms “wra’ etc. is, in this context,
obviously indicative of the octaves which were said to reside in them. We come
across similar figurative usage in other text too. See for example Natyasastra
20, 43 (Gaekwad edition; this is the edition we will refer to throughout this
paper); here the same alafikdra has different names when produced in the
kantha (i.e. the madhya octave) and in the fira (the 1@ra octave).

16 Ghasilaljf interprets the phrase as a clause qualifyng the precedent
statement. The meaning he gives is: ‘they (Sanskrit and Prakrit) are
commendable since they have been uttered by Rsis.” But, Prakrit and not
Sanskrit was the Jain &rsa language. The reference is here perhaps to the Canon

. called Rsibhasita or Isibhasiyairn. HR. Kapadia also interprets the reference

here as pointing to Isibhasiyzin, the canonic text. (The Canonical Literature of
the Jainas, footnote on p. 125.) The Isibhasiygim has 45 chapters, each
a biography of one 45 of the “pratyekabuddhas’ like Narada, Ahgarisi, Valkalaci
and others. Many chapters are in verse and may have been set to music.
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tempo ? which at a (misplaced) fast one and which stray out of a tune ?

. .Yopng and pretty women ($yama)'? sing sweetly; dark ones
sing with a rough harshness, fair women are skilfull in song;
ox?e-eyed women sing with an undue slowness and blind womeI;
with undue speed. Brown-eyed women' sing out of tune.

Well-synchronised song

(Son.gs_ sung with) the seven svaras (ought to be) well-
synf:hromsed with the accompanying instruments, the fala, the pro-
sodic measure {(pada), the tempo (laya), the graha,'® and the melodic
movement; (it should be) well regulated in breathing in and out.

The svaramandala

The se.ven notes, the three gramas, the twenty-one mirchanzs.
the forty-nine t@nas: these constitute the svara-mandala.

m

_ 'We observe that the delineation is fragmentary, eclectic and
disjointed. Only a few stray topics of the ancient musical system
are -treated, and these, too, are merely noticed. The account tells
us little of the forms and techniques of ancient music, but seems
rather.tc be a randomly collected popular digest of musical lore.
Pu'rﬁl_nc accounts of music are similar in character, and were
evidently, collected with a similar populistic aim.2° ,
The theoretical framework within which ancient musical
forms and structures were interpreted and morphologically
analysed had developed quite early into an organised discipline.

17 2 & - -3 13 e 2. =
; Literally, “Syama means ‘a gx‘rI with a darkish complexion’: it also denotes
a ‘young and pretty girl’. K#lidasa uses the word in this sense in the

. Meghaditza, when describing the yaksini as “tanvi syama...’

18 The term is ‘pirigala. It perhaps also signified women wi
ey?:, or pigmented brownish skins. A pfrfzgalgamwas, obviouslgarw,’l ?oth xenlﬁ?;gwn
. Graha was the initial svara in a melodic pattern. -
For a collection of PurZnic records on music see ‘Textes des Puranas Sur
La Tkeo:v-ze Musicale’, Alain Danielou and N.R. Bhatt, Pondicherry 1959. The
records in djffere:nt Puranas are not all of the same length and scope but- they
all share a populistic tendency. The Puranas were, after ali, ‘popu]ar: works.
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Already in the Natyasastra — which had acquired its pres;,ilt
form by the second or third century AD — we find a fu g
developed scheme hierarchically arrangec_:l into basic an
secondary categories and concepts. Natyasastra does not_ name
earlier musical authorities but it alludes to an authoritative
ition?! and certainly had many precursors. .
trad{?l?: Thanamga bja,lrely lists four concepts of the imcwnt
musical s-cheme, namely grama, mirchang, sthana and fana.
The text does no more than record the names of the three
ancient gramas. Of these, the g&nflhﬁra—grﬁnm WES an fbsolaeize
grama and survived only in meaTory.nThe Naradiya Siksa speaks
it as existing with the gods alone. _
o lth;zSanarr'zgagalso names the mizrchan@s of the thre:e grfzmc;:.
The names recorded are quite at variance with other ancient lists.

a sastra refers to @ptopadesa’ — ‘ancient authoiit?tive der:fee’ —in
speakl\irzg‘:}‘;afli;atwo ni;ﬁda:f (21:3, 34); in describing t.he Jjatis — ant:1::lr;; ar:’gz;
like formations — it often refers to rules or formulations as_ I;;m}éos ol étc)
‘prakitritai’ etc. i.e. ‘traditionally currcn.t’ {28, 6}; 83; 85; ,31 ,106,‘ 10.9:
Similar exiprcssions occur in the descrption of fala structures (31, 106; ;
125; 144, etc.).’ .

2 AfE 037 Cilre7T 1, 7. - ]

3 ?[i;;aﬁgfafigi‘aﬁikga enumerates two sets of mirchanas, “tl‘tggut cliakx;:}i,’r
assigning them to any specific gr@ma. The first set has: nandi, visa ac.;lu;zd o
citra, citravati, sukha and valaya (the u‘sxt reads valaya). Thes_e are alled the
mitrchanfs of the gods. The enumeration of the second setd{s couc e
language which suggests that the miirchands bi:lorfg to th;c sadja-grama:

sadje tittaramandra syadrsabhe cabhzrﬁdgara_

asvakranta tu gandhare iriiya mirchand smrta

madhyame khalu sauvird hrsyaka paﬁc_ame_ svare

dhaivate capi vijfieya@ miirchand zﬁttanfyaza ~

nisadadrajanim vidyadrsinam sapta m?}r\';:arhzr;?ya Siksa 1,2,5.12)

The Naiyasastra gives almost the same §et of. names fo.r the lsadja;i:;nz
mirchan@s as the Naradiya Siksa with a htt}e difference in tl}c sedqu ce of
names (Natvas@stra 28, 27-28). This text I1stswanother s'et of sag Jcil-mi o
miirchan@s which is again the same as that of Nirada cind is g}%}r: in - mri
same language (ibid. 28, 29-30). The mad]iyalma-grwna m_urc_anzas In the
Naryasastra are sauvirl, harinasva, kalopanatd, Suddhamadhya, margt. p

d 7 (ibid. 28, 31). _ o
am’jl“lffyif&];iz;urapa givgs the same mirchanas for t.he g.a_dja-g;ﬁm:;ﬁsa;g
enumerates them in the same sequence as in the first set listed in the Naty
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Nowhere does the Thanarnga account suggests that only two
gramas were employed in actual musical practice. Yet the tenor
of the text in its present form does not bespeak of an antiquity so
high as might lead us to infer that it was composed when the
three-grama system was prevalent. The Thanpariga account, on
the whole, assumes the same framework of ideas and notions as
are embodied in the Naradiya 5fk_s& which belongs to a period
when gandhara-grama was quite obsolete.

We do not know when the gandhara-grama became
obsolete. The carliest known texts were all written within a two-
grama system which had already become firmly established by
the period of the Natyasastra and must have been the ruling
musical system for some centuries before.

Still we must not forget that there certainly was a gandhzra
grama once. Musical tradition has never let the memory of it die.
Some latter-day theorists — like Nanyadeva in his Bharatabhzsya
— even constructed a tonal structure for it in order to give it a
greater semblance of reality.

The Thanamga account of music is a heterogeneous
Juxtaposition of diverse material; perhaps in its diversity it also
preserves several layers of material representing diverse periods
of musical history. The nucleus of the Thanamga, in all
probability, goes back to Mahavira’s immediate disciples. It is
likely that the record hearkens back to an age when the
gandhara-grama was an actuality, or at least still fresh in
people’s memory.

Much of the Thanarmga, however, bears the stamp of a
relatively later date. It reflects the same milieu of musical culture
as is pictured in the Naradiya Siksd, and the Natyasastra. The
Siksa is believed to have been composed in the beginning of the

Christian era; the Natyasastra may be a century or two later.
Both texts utilised earlier material.

(see Texts des Purtina Sur La Theoris Musicale, p: 32). This Purdna also gives a

- list of gandhara-grama miarchonzs: alapa, krtrima nandini, vifuddhagandhari.

gandhari, uttard, sadja and paficByara (ibid. p. 36). Barely a few names here bear
a resemblance with the Thanahga list of gandhAra-grama miarchangs.
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The present Thanamga Sktra mentions an event which
occurred six hundred years after the Nirvana of Mahavira. This
anga, then, was certainly retouched in the 1st-2nd Centuries AD.
Perhaps at this period new matter was also added to the work .in
order to enlarge its encyclopaedic scope; the section on music,
too, evidently received its share of accretions. The older nucleus
— containing the enumeration of three gramas and their
miirchanas must have been preserved — albeit with certain
changes or alterations — as part of a hallowed memory. Nor was
it thought necessary to point out that the three-grama system no
longer prevailed; for the purpose of the text was not to serve as a
practical guide to music but only as a record of popular lore.
Often in popular descriptions of this sort entities which no longer
hold sway in practice continue to figure as important, echoing
the fact that these entities, too, had their day. Thus we see even
today that in many popular enumerations of major raga-forms,
the name of ra@ga dipaka looms large.” Although dipaka has been
a lost raga for long.

The Puranic texts on music, which, too, arc popular
accounts, also presume a three-grama system like the Thanamga,
despite the fact that in their present form the Purdnas are
probably later than the Thanariga; for they were, in their extant
form, composed in the Gupta age or after. )

Another fact is worth noting: the Naradiya Siksa suggests
that sadja, rabha etc. were comparatively later names for the
svarc'zs;' in the older s@ma music the svaras had another set of
names.?* Thanamga, gives the later svarg-names and shows no
awareness of any, older nomenclature. This, however, does not
detract from the value of Thanarga as recording old traditions,
for the sadja-rsabha nomenclature is not necessarily of a later
date than the period of the three gramas.

Besides grama and miirchana, the Thanarga also speaks of
sthana. .

The notion of sthana or ‘abode’ was in ancient musical

® Naradiya Stksa, 1, 1, 12.
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theory based on a principle which related the octaves in singing
to various regions of the human anatomy. Ancient music was
usually conceived of as having a range of three octaves: mandra
(Lower), madhya (middle) and fGra (upper). Chest was the abode
of the mandra; it was from the chest that this octave was thought
to be produced. The throat and head regions were similarly the
abodes of madhya and tara, respectively.

The Naradiya .S1ik§c_z has named these three sthanas.® The
Siksa also gives another, quite different category of sthanas for
each of the seven svaras, severally: sadja is said to be born from
the throat, rsabha from the head, gandhara from the nasal
region, madhyama from the chest, paficama from the three
regions of the chest, head and throat, dhaivata from the forehead
and nisada from all the above regions.”

The Thanamga account of sthana is akin to the second
category of sthinas given in the Naradiya §ik§a. But the details
are quite at variance; the Thanamga relates the svaras to
different regions sitmated almost exclusively in the buccal cavity
much in the manner of ancient Sanskrit grammarians recounting
the ‘sthanas’ of different Sanskrit phonemes.?”” There seems
to be an attempt here, both by the .‘fik.;ﬁ and the Thanarga to
extend the concept of sthéna, as a concept which pictures the

* Naradiya Siksa, 1, 1, 7-8; also Dattilam, 8 and 42.

* Naradiya Siksg, 1,5, 5-6. This passage in the Siksz is followed by a set of
details of the same category but at variance with it. The relation between the
two different sets of detaiis concerning the same aspect of sth@na is not made
¢clear. The second set of details is as follows: sadja is produced when the breath
strikes these six sth@ngs: nose, throat, chest, roof of the palate, tongue and
teeth; rsabha is produced when the breath strikes the throat and the head;
gandhara is prodnced on the breath striking the throat, the head, and also the
nose, and paficama is prodused when the breath strikes the chest, the heart, the
throat and the head: Naradiya Siksz, 1, 5, 7-10.

¥ The Thapmhga, however, shows awareness of the idea that chest, throat
and head were the ‘abodes’ of the three ancient octaves, for it uses the terms
ura, kantha and §ira to denote the three octaves that were produced from these
sthanas. It-also mentions the related process of the way that a@ida (voice) was
produced in the human body when it says that ‘the seven svaras are produced
from the navel’ (cf. Naradiya Siksa, 1, 5, 7-10).
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physiology of sound-production through the human-frame, from
the field of grammar to that of music. But the concept remains a
mere copy; it is not given any empirical basis that could be really
said to describe the actual processes of producing different
svaras in terms of different physiological places related to them.
Empirically, indeed, quite unlike grammar, the processes
described have nothing to do with the actual physiology of svara
production. In fact, there seems to be no process of svara-
production which can be said to bear any semblance with the
grammatical notion of sthana, and the production of different
phonemes through the voice.?

"The Thanamga text closes with a definition of the ancient
notion of ‘svaramandala’. The verse here is almost an exact
Prakrit parallel of the verse in the Naradiya Siksa containing the
same idea.”® The Thanariiga mentions the concept of fana in this
passage but does not explain it, nor does it name the fa@nas.

v

Though unsatisfactory as a guide to the schema and forms of
ancient music, the Thanarmga text outlines certain ideas and
notions that formed the metaphysical and aesthetic perspective in
which music was generally envisioned and evaluated.

One deep-rooted ancient idea was that musical tones had a
series of extra-musical dimensions. The seven svaras were
perceived to have attributes correlating them with phenomena
which, apparently, have nothing to do with tones: a svara was not
only a pleasing sound, it had a colour, a social caste and also a deity.

The Naradiya Siksa lists the following series of these atiributes:

The colours of svaras: sadja is said to possess a lotus hue,
rsabha has a tawny parrot-green colour, gandhéra is golden,

B Bor further discussion, the reader might like to sec another essay in this
collection, *The Body As An Instrument’.

¥ saptasvardstrayo grama mirchanastvekavimsatil/ 1ang ekonapafica-
Sadityetatsvara-mandalam. Naradiya Siksd, 1,2, 4. The notion of svara-
mandala is differently conceived in the Natyasastra and the Dattilam. These
two texts relate the notion to the $ruzi-intervals between svaras (See Datilam
15; Natyasastra 24).
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madhyama is the colour of reddish-white oriancier (kunda),
paiicama is black (or dark blue: krsna). dhaivata is yellow and
nisdada possess all the colours.

These are the ‘varnas’ of svaras but each has a varna also in
the sense of social caste: paficama, madhyama and sadja are
brahmanas; dhaivata and rsabha are ksatriyas, while gandhiara
and nisada are half-vaisya, half-sidra.®

Svaras also have transcendental attributes. Every svara has a
specific deity (adhistatr devatd). sadja has Brahma for its deity;
rsabha has Agni — ‘because this svara radiates a fiery brilliance;’
gandhzira has the cow — ‘because it is pleasing to the caitle, and the
saurabheyas (i.e. “cattle’, but also ‘Rudra’) come running on hearing
it; paficama has as its deity, Soma — “for in the different musical
gramas this svara like the Moon, waxes and wanes in measure;
dhaivata, too, for the same reason, also has Soma for its deity and
nisada has Aditya —— ‘since this svara overpowers all others.™

Later texts also record attributes of this kind. Mataniga (ca.
7th century AD) and Sarngadeva (13th century AD), for
example, give similar lists. Their list of deities is however, quite
at variance with that of the Naradiya Siksa.3* There were, clearly,

® Naradiya Siksa, 1, 4, 14,
3 adyasya daivatarm brahma sadiasyapyucyate budhaih
tiksnadiptiprakasanvidrsabhasya hutasanah

gavah pragite tusyanti gandhdrastena hetuni

Srutv@ caivopatisthanti saurabheyd na samsayah

Somastu paficamasyapi daivatam brahmarat smrtam

nirhraso yasca vrddhisca gramamasadya somavat

tasmadasya svarasyapi dhaivatatvam vidhiyate

nisidanti svarf yasmannisadastena hetuna

sarvamscabhibhavatyesa yadddityo'sya daivatamiti. '
. Naradiya Siksa, 1, 5, 12-18.
The deity for madhyama is missing from the text. Bhatta Sobhokara in his
1ikd interprets the passage as recounting Aditya for both dhaivata and nisada.
This, we think, is misconstrued. Dhaivata has been bracketed with paficama,
not nisada. Like paficama, dhaivata was the only other note which underwent
an increase and decreass in measure in the two ancient gramas. Nanyadeva in

this context clearly says: ‘somavad vrddhimapanno dhaivatah somadaivatah’:
Bharatabhasya, 3, 17.

% sadjasya daivatari brahm@ rsabho vahnidaivatah
* gandhg@ro bharatidevo madhyamo haradaivatoh
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different traditions in this matter. The varnas given in all texts
are, however, identical.®®

Envisioning such attributes was part of the ethos of the
period when early theorisings on music and speech-sounds
developed. The Yajfiavalkya Siksa gives a similar scheme of
attributes for the phonemes and syllables of Sanskirt speech.™
The concept of such attributes had, evidently, arisen out of a
perception of affinity or identity felt at an intuitive, psychic plane.

In later ages enumerating these extra-musical attributes of
svaras became a part of the mythical lore that grew around
music. But this lore appears to have survived as a pious
convention alone and not in spirit. Yet we can, to some degree,
still sense the genuine core of psychic intuition that lay at the
root of this convention, because we still have a ‘feel’ for
qualities in music which are somewhat analogous in nature. We
still feel that different agas’have an inner affinity with different
hours of the day and with different seasons of the year (at least
we do so in the Hindustani tradition). A moming riZga sung in
the evening offends our sensibilities; the raga malhar invariably
reminds us of rains.®

The later medieval phenomenon of picturing ragas as elaborate
deities — of which we find the first evidence in the 14th century,®

paficamah Satayajfiastu dhaivato ganandyakah

nisddo bhanudevastu ityete svaradevaiah. Brhaddesi 79-81.
Sarmgadeva’s list has many deities in common with this but not all:
Sangitaratnakara 1, 3, 57-58.

 Nanyadeva (12th century AD) has ‘karbura’ for nisada: Bharatabhisya 3,
4. $arngadeva has the same: Sangitaratnikara 1, 3, 55. But this is not
essentially different from the colour given by Narada, since “karbura’ also
means ‘of a variegated colour,

¥ Yajfiavalkya Siksa 86-92. We refer to the edition published in the Banaras
Sanskrit Series, by Griffith and Thibaut, Banaras 1891.

3 For a very different view of the concept of the affinity between seasons and
times of the day and riZgas, see the essay, ‘An Enquiry Into The Raga — Time,
Association In the Light of History,” recorded earlier in this collection.

3 The earliest raga-dhyanas are found in the Sangitopanisatsaroddhara of
Sudhakalasa (AD 1350) — see ch. 3 verses 72 to 111. The trend may have
begun a century earlier. See also the essay, ‘Some Thoughts On The Early
History of Ragamala Paintings’ in this collection.
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— and as painterly images in the later raga-mala paintings, too,
can certainly be traced to the early concept of assigning a deity
and a colour to every svara. .

The Thanamga does not list the kind of extramusical svara-
attributes that other ancient texts do. It, however, speaks of
another: it identifies each svara with the call of a specific bird or
animal. This, too, was a generally held notion, and the
Thanamga enumeration has its counterpart in the Nédradiya §ik._sﬁ
and other texts, both early and relatively modern. The language
in which the descriptions are couched suggest that the relation in this
case was considered to be an actual physical one: the peacock is
said to intone the note sadja,”” the sheep bleat out the madhyama,
the kokila actually sings in the paficama and so forth.

The implications are intriguing. Did the ancients really
recognise the svaras of their octave in the cries of certain birds
and animals ? The expresstons in the texts do seem to suggest so,
yet there are certain difficulties in accepting this as a fact. Let us
consider them.

To picture an actual correspondence one may postulate
that the ancients had standardised the pitches for different notes

- just as one finds in modern western music.*® Tuning forks

are used in the west to provide conventionally fixed pitches.
Cries of birds and animals, we may imagine, similarly acted
as live tuning forks for the ancients; so that if one wanted
to arrive at the standard pitch of the sadja, one only had to listen
to the wail-like cry of the peacock. Other notes could similarly
be arrived at. But this picture, though appealing, cannot hold
ground for a number of reasons.

¥ Note Kallinditha's comments on Sangitaratnakara 1, 3, 46-47: ‘lokate’ pi
sadjd-disvariparijiiingya mayiiradipranivifesadhvanin nidarsanabhipra-
Yen@ha “mayireti”.

* We must not forget that the evidence from Dattilam seems to battle against
this assumption. Dattila says that any sound whatever could be taken as the
sadfa, and other notes followed through a fixed ratio of tonal relations;

Dattilam 12, 1t might, however, be argued that by the time of Dattilam the
older tradition was already lost.
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Firstly, there is the difficuity of variant traditions. Different
accounts equate the svaras with the cries of quite different birds
or animals. The enumeration in the Ndradiya Siksa sharply
diverges from the one in Thanaraga. Rsabha in the Thanamga
account is the cry of the cock but the Naradiya Siksa names the
cow; gandhara according to the Siksa corresponds to the
bleating of sheep or goats (ajavika) but Thapamga equates it with
the call of the swan, and according to this text the sheep (mesa) bleat
in the note madhyama, not gandhira. The S‘ikﬁ equates dhaivata
and nisada with the calls of horses and elephants respectively® but
_Thar_m;izga in these cases names the s@rasa and the kraufica. One

‘contradiction especially stands out: the kraufica bird according to the

Siksa calls in the madhyama but according to the Thanariga the
kraufica calls in the nisdda, a note half an octave away from
madhyama. Later texts report other traditions. Matanga, quoting
Kohala,* equates rsabha with the call of the c@taka bird and
dhaivata with the croaking of the monsoon frogs.*! The rest of
his list is as in the Naradiy@ Siksd.

Still, we find two constants: all known traditions equate
sadja with the peacock’s call and paficama with the cooing of
the kokila. These two equations had become almost axiomatic.
Kalidasa, thus, speaks of the ‘sadjasamvadinih kekah’ (‘the
peacock’s call, harmonious with the sadja’) while the paficama
of the kokila was almost a by-word, as it still is. With these notes
as our axis-sounds, notes which had an acoustically harmonic
relation with each other in the ancient sadja-grama, we can, in

* sadjarh vadati mayiro gavo rambhanti carsabham
@javike tu gandharah kraufico vadati madhyamam
puspasddhizrane kale kokila vakti paficamam
asvastu dhaivatar vakti niséido vakti kufijarah ;
Naradiya Siksa, 1, 5, 3-4.

4 There is a confusion in the text on this point. The text quotes the passage
with the words: ‘tatha caha kohalah mahesvarah’. Kohala was a well-known
ancient authority; the word mahesvara is out of place and seems to have been
inserted by an inadvertent scribe. . .

3 Brhaddes:, vreti on verse 62. The same tradition is given by Sarngadeva:
Sangitaratnakara. 1, 3, 46-47.
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principle, arrive at the other notes. But again there is a difficulty.
None of these two birds produce sounds that are themselves
constant, meaning that the birds do not produce single sounds. The
peacocks call is distributed over a range of at least two tones and the
kokila makes & whole melodic movement consisting of a large
cluster of notes. How is one to pick out sadja and paficama from
this range of pitches ™2

The Thanariga account makes another classification on this
point which is relevant to our discussion. It equates the svaras
not only with the calls of birds and animals but also with sounds
produced by what it terms as ‘non-living objects:’ these being, in
this instastce, musical instruments. An equation of this kind is
not found in any non-Jain text.”

Sadja, the Thanarga says, is produced by the mrdanga,
rsabha by the gomukha, and so forth. The instruments named are
of the percussion or the horn group — instruments that have a
relatively limited range of.tones — and yet none of them are
instruments that sound at a constant pitch.* They could not have
acted as tuning forks. They must, moreover, have come in
different shapes and sizes and consequently they must have had
different ranges of pitch. It is difficult to imagine of any specific
instrument inherently producing only one definite svara.

We can only conclude that in all probability the relation
between svaras and the sounds of birds, animals as well as
musical instruments was also conceived on a psychic rather than
a physical plane. This may also account for the difference we

“ It must be added here in good faith that an acoustic study of the ratios
between the sounds made by the various animals Ksted in ancient texts might,
perhaps, provide a clue as to the pitch-positions, and tonal relations of ancient
svaras.

# Sudh@kalaga, a Jain author of the 14th century, makes a similar
classification of notes into jiva, and ajiva categories: ‘sacetenakrizh ke’ pi
kecinniscetanodbhavah; Sahgitopanisadsiuroddhara 1, 10. This classification

- was, evidently, borrowed from the Thanamga. ‘

* Bharata indeed speaks of tuning them: see Natyasastra 34, 217; notice

especially the expression ‘Sithildficitavadhrastanitesu yathBgramardgama-
rianaliptesu mrdangesu...’

|
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find in the traditional lists of birds and animals, since flexibility
is quite conceivable in matters perceived on a supra-sensory
plane, without detracting from the value of the perception itself.
We can, for instance, validly question if a particular raga should
indeed be called a ‘morning’ raga rather than an ‘evening’ raga,
without questioning the principle of assigning such affinities.

v

Music had developed into a consciously cultivated art at an
early period. As a corollary it had also acquired a significant
body of critical terminology. The very early history of music-
criticism, as of the theoretical scheme of musicgl forms and
structures, is obscure. Already in the Naradiya Siksa, critical
criteria for evaluating music acquire an organised plan and
vocabulary. The S‘ik:sa classifies and lists the gunas (rerits) and
dosas (faults) of performances much in the same way as the early
alarikarikas classified the gunas and dosas of poetry.

The Thanariga enumerates eight merits and six faults. It
gives us just a string of critical terms without explaining them.
However, in many cases the terms are almost self-explanatory;
though, of course, we cannot recapture the nuances they must
have possessed in a living musical milieu.

The Naradiya .§ik§a lists ten gunas and fourteen dosas. 1t
also has short prose passages defining and explaining the
gunas.*s Most terms in the guna-enumeration are common with
the Thapamga list — six to be exact — though there is a
difference in the number of terms.*” But the dosa-lists in the two

“ Lively controversies occur among musicians regarding the ‘moring’ or
‘evening’ properties of many ragas, especially newly composed ones. .

“ The dosas are only listed, not expounded. The Siksd as we have it has
some textual lacunae and iregularities. The original text might have contained
expositions of the dosas, wo. Naradiya Siksd, 1, 3, 1-13. o

7 The Siksa list is: génasya tu dasavidhagunavritistadyarhi: ‘raktan_z
pParnamalankriam prasannam vyaktath, vikrustarh Sloksnam samearn sukumarari
madhuramiti gupah.’ Naradiya Siksa, 1, 3, 1. Thanariga does not have
prasanna, vikrusta, Slaksna and sukumara: Instead it has avighuttha and
sulaliva,

S
| e
|
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texts have a great divergence

The Natyasastra devotes a large section to the examination
of gunas and dosas in music (ch-33). Merits and demerits of
singing and instrumental playing are presented in the perspective
of ancient theatre where musjc had a major role to play. The
material is presented in a much more organised form than in the
Thanamga or the Naradiya S‘ik;zi. The delineation is, moreover,
wider in scope; the merits of singers, players on different
instruments and also instructors of music have been
distinguished and separately treated. The treatment has many
critical notions in common with the Thanarmga and the Naradiva
§ik§c‘1. These must have part of the general milieu. But textual
resemblances are superficial. The tenor of Bharata’s text is quite
different in mode and exposition.

Apart from a list of gunas and dosas, the Thanamga also
contains certain observations regarding the principles governing
the forms and the aesthetics of ancient music, especially song,
These observations are not found elsewhere — at least not in the
same form — and are. worthy of consideration,

The Thanamga speaks of three ‘dgaras’ of songs — a notion
unique to 7hanarga. Songs it says, begin sofily, they are
sustained in the middle and end with a fury. The description,
inspite of being taconic, is quite suggestive. It, apparently,
outlines the general phases of melodic movements made in
ancient renderings of song. The suggested formal contours

remind us of our own classical singing which usually begins at a
slow-soft pace, and gathering momentum as well as melodic
wealth, ends with a fast turbulent movement.

After listing gunas and dosas, the Thanamga sums up the

* The Siksa lists: Saikitar bhita(ma)mudghustamavyaktamanunzsikar;
kakasvarar Sirasi gatam tathz sthanavivarfitam
visvaram virasam caiva vislistari visamahatam
wakulan talahing eq gltidosasearurdasah

Naradiyz Siksz 1, 3, 11-12. Orly three terms are in common with Thanariga
(f we read “bhitam’ and not ‘bhimam)’. The Thanamga has ‘duyariy” ‘rahasarm’

and ‘wialar;’ which are absent from the Siksz fist,
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qualities expected of a good song in a few pithy phrases. Such
aphoristic passages were, no doubt, intended to serve as
memorisable guide-lines for aspiring musicians as well as
discerning listeners.

Another such aphoristic passage occurs at the end of the
Thanarmga account and states a maxim in a nutshell, namely, that
synchronisation or harmony (samatva) must pervade a song in all
its parts. Especially interesting here is the notion of synchronised
breathing. The advice — stated earlier in the text — that the
breath should be equal in measure to a single metric foot is,
evindently, a related idea. A metric foot usually marks a break or
pause in the syntax of a poem; singers are, therefore, asked to
regulate their breathing in such a manner that a pause in their
singing should coincide with that in the sung text.

Such a notion of pause recalls the concept of vidari (musical
pause) as defined by Bharata in relation to theatric songs
(dhruva). Bharata lays down the rule that in singing songs during
dramatic performances a vidari should be made to coincide with
the consummation of a sentence or a clause.”

There is a tantalising, though cryptic, remark in the
Thanamga about the essential nature of song or the source of the
impulse to sing. The remark is evocative of certain well-known
and penetrating reflections r)_n the origin of the poetic impulse.
Songs, the text says, are ‘ruditayoni’; they are of the nature of a
fament or have their source in a lament. We are reminded of
Shelley’s famous line: ‘Our sweetest songs are those that tell of
saddest thought’. The remark also brings to mind Bhavabhuti’s

"celebrated statement that all poetry expresses but one sentiment,

the karuna — pathetic — others are nothing but karuna in
different garbs.® Similar in spirit is the poignant story of how

* *padavarnasemaptistu vidarityabhisamjiita.' Naryasastra 32, 17.
Abhinava clarifies: ‘avBntaravakyasamiptau sthayyadivainasyapanyasend
ny@sena va samaptirvidari.’ It should be remembered that vidari was intimately

" related to the meaning of a poemn only in certain types of songs; it could also

relate to melodic content alone.
. 2 ‘eko rasah karuna eva nimitabhedadbhinnah
prihag prthagivasrayate vivartan’
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Valmiki, the @dikavi, (the primeval poet) composed the world’s
very first stanza of poetic verse at being deeply moved by the
sorrow of a kraufica bird wailing for its dying mate 5!

It is remarkable that most of the critical notions we find
recorded in the Thanamga (and other ancient texts) are
still pertinent to our music-making today. Indeed, many ancient
expressions can be discovered in current vernacular musical
vacabulary; they are a living testimony to certain essential
continuities of our art. No doubt, many of the notions are truisms
and apply to all music, but a significant number of them
are specific to the musical culture as developed in India.

VI
~ The Thanarmga text on music contains quite a motley
collection of material within its small radius. It also records
some interesting oddities of musical lore.

A longish passage expounds what the text terms svara-
laksanas. The contention of the passage may be explained as an
extended application of the principles of palmistry. The passage
correlates the fortunes and the disposition of a person with his
specific ‘svara’.

Similar divinations were part of the ancient science of
angavidya, according to which any characteristic physical trait of
a person could be a ‘sign’ (laksana) or indication of his fortunes.
Every man has a vocal chord which is as distinctive as the lines
of his palm. Voice can thus form the basis of prognostication,
and it was part of the business of arigavidya to ‘read’ voices.

Not much literature on arigavidya survives, though it must
have been a very popular vidyd. We have fortunately one major
ancient text in Jain Prakrit on the subject, entitled Afigavijja. The
work is classed by Jains as a canonical text of the painna
(prakirnaka) group and is assigned to the 4th century AD.5 The

3t See alsé Appendix 1, at the end, for a discussion of a very different
interpretation of passage in view here.

2 8ee Dr. Motichandra’s introduction to Afigavijja, p- 35; text published by
the Prakrit Text Society, Banaras 1957.
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37th chapter of this work speaks of laksanas (the chapter is

called Laksanadhyaya). A laksana in this context meant the

physical trait of a person: such as complexion (vanna) gait (gati}
and the like. Svara is recounted as one of the laksanas. The word
‘svara’ here is used in the sense of ‘a sweet pleasant voice’ and
not to signify musical tones. Persons who possess svara — or in
other words people with pleasant voices — are according to
Angavijja, the Tucky ones; they attain to great power (issariya),
or a like stature (issariyasamana), they acquire proficiency in
speech (gahiyavakkam}, and in the sciences, and become well-
known and far-famed. Those devoid of svara are misfortunate in
these respects.>

The svara-laksanas recorded in the Thanamga are much
more specific. Here the word ‘svara’ denotes a particular
musical tone. People with different svaras have different
fortunes. And unlike the Angavijja account, possessing ‘svara’ is
not by itself considered beneficial; much depends on which
svara one has: dhaivata and nisada are certainly not the right
notes to have. But how is one to know the svara of a person ? No
criteria are given. Perhaps, this, too, was a matter of psychic
vision. Some occultists believe that every person emanates an
aura of a specific colour. The svara of a person was, perhaps,
similarly envisaged. ‘

Another curious passage occurs among the remarks on
musical aesthetics. The musical propensities of women are
related to their looks and physical make-up. The basic criterion is
simple: beautiful women sing beautifully, wgly ones make poor
singers. The attitude reflects the ancient adage — ‘yatrakriirtatra
gunah’ (‘excellence is where beauty is’). -

Women who are classed as §yama — a type universally
lauded in ancient times — are described as the most excellent
singers. Bharata, too in a similar context, has a good word to say

2 sarasampanne issariyam issariyasamanam kittijasasampannam ca
gahiyavakkam vijjabhagi ya sarasampanne bhavati sarahine etesim vivatfi.
Angavijia, ch. 37 (p. 174).
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about women of the syama type.5* Abhinava, by way of
explanation, comments that only a $yzéma could stand up to the
rigours of musical training.® Bharata, however, refrains from
going into details about types of women and their capabilities as
musicians. He makes a general statement that in dramatic
performances songs are often sweeter if sung by women, since
women have a naturally melodious voice; recitative prose

passages, he says, are more effectively spoken by men because
of their vigorous voices.’

- VI

We have said that the Thanarmga account of music is a kind
of digest. It contains material compiled from various sources. As
in Puranic compilations of this nature, sources are not
mentioned.

Tracing such material to its source can become mostly an
exercise in futility because little from ancient times survives.

But we have noted one remarkable parallel with the
Naradiya Siksa where there is an almost word to word
correspondence. This is no doubt a significant clue, but to
presume a direct borrowing either way could be misleading.
Musical lore like other ancient lore seems to have had a body
of material traditionally handed down. It formed a kind
of common pool from which all writers on the subject could
draw. The passage which occurs both in the Naradiya Siksa
and Ihc‘qzarizgcf may have been part of this common heritage.
Many early Siks@ works likewise share certain passages
in common and the question who borrowed from whom is
quite misplaced in such cases.

A fruitful conjecture might yet have been possible if one
could be sure of the relative chronology of the Thanamga and the

* suvihitagamakavidhayinyo ‘ksobhya talalayakusalah ¢ atodyarpitakarns
vijfieya gayikah syamah. Natyasasira 33, 34.

* “$yama iti tarupyah tadvarn@ eva Mesasaharvat.” Abhinava on above.

% prayena tu svabhavat strindm ganan: ruciram ca pathyavidhih, stringm
svabhavamadhurah kantho nrnam balitvarh ca. Natyasastra 33, 5. )
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Naradiya Siksa. But this, too, is uncertain ground and we are left
with no threads to follow.

In truth, analysis shows that there are more textual
divergences than similarities between the Thanamga and the
Naradiya Siksa. We can even go further and say_that thert? are
certain elements in the Thanarhga account whlcl_l are B}thf:l‘
absent from or at significant variance with the material available
not only in the Naradiya Siksa but also the Pura;zfzs, and later
musical texts which rely, in many matters, on earlier wqus. It
seems that the compiler of the Thanamga sect.ion on music h_ad
borrowed much material from a school of musical tl-neonsts with
a distinct stance and vocabulary on certain moot points.

Chapter — Sixteen

The Body as an Instrument
A Theoretical Choice Made by Sarfigadeva

I wish to discuss an interesting section which occurs right at .

the beginning of Sarfigadeva’s Sangitaramakara. Tt concerns the
question of what the text calls, nadotpatti, the process by which
sound is produced in the human body. Clearly, however, what
éirﬁgadeva wanted to do was not only to explain nadotpatti, the
production of sound in general through the human frame, but to
picturise svarotpatti, the more specific process by which musical
. tones arise in the body.
Samgadeva’s handling of his material is worthy of attention.
He had, we find, three different theoretical pictures of the
process before him, which were available to him from widely
different discivlines and approaches to the human body. He
outlines all three of them and then quite perceptibly makes a
choice from among them, picking the one most appropriate for
his purpose as a sarigita-sastri. His understanding of the human
body as it emerges from the stand-point he opts for, is to treat the
human body as an instrument which the soul, or rather the
embodied soul, the jivatman, uses for its own creative purpose of
making music.
Interesting as the view which Sarngadeva accepts as an
answer to the question of how sound is produced through the
human body is in itself, what I find even more interesting is to
observe him making a choice between available alternatives. In
this, euriously, his approach is not quite discursive, as one would
expect it to be. He does not argue for the propriety of the choice
he makes, treating, as he should have, the alternatives he rejects
as piirvapaksas which must be shown as inadequate through a
proper reasoning. The intellectual tradition of the fastras such as
alarikdra in which he was obviously trained, not to speak of the
darsanas, do indeed follow an articulate argumentative path for

o
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arriving at conclusions. But Sarngadeva does qot takt‘e this path.
And vet Samgadeva does make a choice, a choice which, among
all the alternative theories he had at hand, most snitably matches
his larger picture of music-making as an activity of a free and
creative agent, a viggeyakara. In the theory he ﬁna_lly accepts,
the process of nidotpatti emerges as a causal, physical process
which a person desirous of singing can f;ecly use. _

Intriguingly, it also appears that Sarngadeva was being
pulled in two different directions. He seems, on the one hand, to
be selecting an appropriate scheme from among those he had
before him, but at the same time one also feels that he wanted_ to
present the different schemes, which do not rg:ally mes-h with
each other, as forming a large coherent whole into which the
exiguous process of the production of tones in singing fitS as :;1
part. Noteworthy is also the fact that the two schemes he “rejects
and which he takes up in some detail, clearly contain elements he
could have used or adapted with advantage in order to formulate
a process more in accord with his purpose. Such a pro-cedl..lre
would, indeed, have given him a theoretically more satisfying
scheme. But he does not follow this course. The process he
actually ends up by adopting is, in comparis'on with what he
rejects, or rather ignores, sketched quite cmsiny,

Fortunately, for details concerning what Sﬁrngade’zla actually
says I can refer the reader to the English translation of the
Sargitaratnakara by R.K. Shringy and Prem I_Jata Sharma (voll,
adhyaya 1, prakaranas 2 and 3).! This will gllow us to be
reasonably brief and save us from lengthy te)_ctfxal references.
Although I find that I must reproduce some details for my own
critical reflections on the text.

The two, what might be called, ‘larger’ schemes, skethced at
a greatef length, which Samgadeva gives us, are outlined in ,a
single chapter which he terms pindotpatti, ‘the bll‘th. of the body..
This chapters is, in a significant sense, the. first in the text: it

Sangitdramakara of Sarfigadeva, Text and English ?ra’izslation,. Vol.l by
R.K. Shringy and Prem Lata Sharma, Munshiram Mancharlal Publishers Pvt.
Litd., New Dethi.
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follows a preamble which is just a list of contents of the
Sanigitaratnakara as a whole. Pindotpatti deals not only with the
 birth of the body, as the name implies, but also its structure. Of
the two distinct schemes it contains, the first is a picture sketched
in some detail of bodily processes as they had been mapped in
the discipline of medicine known to Samgadeva, the dyurveda.
Sa"rflgadeva gives us quite a detailed picture which he had, in
fact, studied in even greater detail, writing an independent book
on the subject. He refers us to this book for further information.
The book, which he had, interestingly, named, Adhyatmaviveka
— ‘Distinguishing the Self” — is, unfortunately, no longer
extant.? But we know that he was an expert in the subject, and he
tells us that he was also a practising doctor. '

In the picture of the ‘self” — clearly, in this context, the
body as an embodied self — visualised here, the human frame is
conceived as a psychosomatic entity, a whole, a ‘person’, which
combines entities and -properties that may otherwise be
distinguished as material, organic and conscious or mental.
Processes which are inner or psychic, whether of thought,
emotion or resolve, are part of the ‘body’, which is conceived as
emanating from brahma itself, and is part of a cosmic scheme
founded on the idea of a single ‘spirimal® stuff which manifests
itself in entities both physical as well as psychic. Jivas,

- individual souls, emerge like sparks from a fire out of the

ultimate spiritual reality, brahma. Shrouded by avidy@, and
propelled by karma, they assume physical form, doing so again
and again, till they attain brafma-hood and moksa.

This is not an unfamiliar picture in the tradition of Indian
ideas about creation. What is important for our purpose here is a
glimpse into the actual mapping of the human body that the
picture envisages.

- Right from the moment the jiva enters the womb, to be born

Sargitaramakara,1,2,118 : iti prayengasanksepo vistarastviha tattvatah /
asmadviracite’ dhygtmaviveke viksyatarh budhaib//
The book is not available if we are 1o believe the New Catalogus Catalogorum,
which only refers to the work without reporting any manuscript of it.
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as a human person, it begins to acquire the extremely complex
psychophysical characteristics that will make him an embodied
soul, a ‘person’. The properties the embryo begins to acquire,
have been analysed into six different bhavas — ‘states of being’,
which include a collection of very different things: such as,
living organs, functions, propensities and downright physical
things. The six bhavas are shaped by, and named after, six
distinct sources or causes: mother, father, rasa, anma, sattva and
sdtmya. It will be useful to have before us some idea of how they
are composed.
Important is the fact that each bhava is in itself a complex
mosaic of plural characteristics, containing a mixed bag of
elements which we today would separately class as psychic,
organic and material. Intriguing, and in a profound sense fitting,
as this way of understanding the human body as a psychosomatic
entity is, the logic behind the mix is not easy to see, and often
appears confusing. Let us have look. The bhava, which is said to
be ‘born of the mother’ (matrja), is obviously thought of as one
‘single’ bhava, because the apparently very different entities
which ‘belong’ to it share a common guality: that of ‘softness’ or
‘delicacy’ (mrdu). The entities, which share this quality are also
said to share the same source, namely, the mother; they are
mainly organic entities such as blood, fat, the navel, the heart efc.
But, true to the psychosomatic complexity of the picture, the
heart is not just a physical organ, it is, as we shall later see, also
the seat of consciousness. Bhzivas born of the father have, on the
contrary, and quite expectedly, the property of being ‘hard’; they
consist of veins, arteries, body-hair, beard, teeth as well as
semen. Veins and arteries play a vital role in the functioning of
the body, as envisaged in this scheme, which they would, ndeed,
in any scheme with any empirical bias as this one also has, but
veins are here instrumental not only in aiding organic functions,
but also as carriets of the stuff of consciousness. ‘Rasa’, which is
- another bhava, stands, as the word suggests, for fluids which
pourish the body and make it grow (sariropacaya); but it is also
responsible for a sense of satisfaction (trpt#i), absence of greed
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(alolupatva), and a continuing strength of resolution (ufsaha: a
word which in this context may also be taken as suggestive rlot
?f a,pro_pt_:rty of the will but a general sense of optimism and
pep .ansm.g out of sheer good health). In any case, what we
h.ave is plainly a motley of very different things carrying the
su'.igle labcl_‘rasa’. There is however, no comr;on ‘source’ in
this case. Atma, as can perhaps be cxpecte:d, consists of
some\fvhat more clearly distinguishable features associated with
consciousness. Like the Nyaya atma it contains pleasure, pain
desm?, effort and memory (bh@vana: the word being evidently;
used in the Naiyayika’s, and not the Mimamsaka’s, the sense), as
“feH as knowledge. But this bhiiva, too; unlike the c‘zzmc_z’ as
Elctvired in Nyaya, is not free of a what seems a peculiar mix.
Aima, thus, besides its bag of psychic qualities, is also the source
of the sense organs — the indriyas — and is responsible for the
age to which a body survives (@yu). The word ‘indriya’ here
indicates both jianendriyas, the senses through which one
perceives, or ‘*knows’: the senses of sight, hearing, touch and the
like,; as well as the karmendriyas or the ‘senses’ of action, the
motor organs. These are: the organs of speech, the hands, the
jfeet, the anus and the reproductive organs. There are also,two
internal organs, two distinct antahkaranas, associated with @tma
as parts of it. These are manas and buddhi. Pleasure and pain are
the functions of manas, while the functions of buddhi are
epfpectedly, memory and conceiving (vikalpa); but, curiousl}"
with another odd mixture of categories, it is also the bearer of
‘the sense of fear® (bhiti). :
. Man_as and buddhi are important for our reflections here
flnce th1§ is where one would expect Sarngadeva to Iocaté
agepcy’ in man, as the producer of ndda and the user of svara in
mallcmg r.nusic. But if we look for how éérflgadeva has pictured'
their active role in his scheme, and his understanding of the
process of nadoparti and svarotpatti, we face problems. How, to
begin with, we might want to know, are they related to de;ire
and effort ? Are desire and effort included under vikalpa, noted
as a function of the buddhi ? — Sarngadeva is str;.ngely
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unconcerned regarding how his @#ma could, in his scheme, be an
agent. We find no relation in his picture between desire and
effort, and buddhi and manas. Sarkalpa is what we look for, but
it is plainly quite different from vikalpa, which we have. Perhaps
a cogent connection can be made between desire and effort and
voluntary activity through the indriyas, especially the
karmendriyas, which are part of the bh@va, atma. This is an idea
which not only seems fittmg but looks plausible in Samgadeva’s
scheme. Of the indriyas, Sa.mgadevg. speaks of two contrary
views. Some regarded them as physical (bhautika) but others
considered them to be non-material or ‘spiritual’ (brahmayoni).
Indeed, they do seem to share properties which are both
conscious as well as material. They could be made to form a
bridge between the body and more ‘disembodied’ entities like
desire and effort. But there is nothing in Samgadeva that might
lead us to think that he envisaged any such connection. He also
speak of the heart, described as a lotus-shaped physical organ, as
the seat of consciousness. This, too, we shall see, has
possibilities which could have lead to a cogent picture of
nadotpatti as an agent-produced activity but Samgadeva does not
follow the lead.

Sattva is another bhava. It has three different ‘aspects’ or
‘modes of operation’ which are, in this case, concelved in terms
of the three Sankhyan gunas: saftva, rajas and tamas. These are
in their distinct capacities responsible for inner properties such as
faith (astikya), altruistic propensities (Sukladharmah}, lust,
anger, sleep, laziness efc. It is difficult to see why sarntva was
needed as a distinct bhava and why its properties could not be
subsurned under manas and buddhi. And again we do not know

" where to place this bhdva as a ‘part’ of the body and relate its

functioning with the body as a physical entity. A doctor would
have to ask this question if he were to administer medicine to the
body in order to treat a malaise relating to this bh@va. Or is it
perhaps s1mp1y a theoretical notion unrelated to the functioning
of the body and included merely for the sake of completing the

' picture of ‘man’. In which case why call it a bhava, since it does
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not really appear to be related to the other bhavas in any
interconnected and organically meaningful sense ?

Sammya, the sixth bh#iva, is an even stranger entity. It cannot
be said to be an organ. But neither is it described as another
@tabhr@a, though perhaps it could have been classed as such
since it is certainly not a material thing. It is said to be the source
of good health, clarity in the functioning of the indriyas, and
absence of laziness, It is difficult to see why its functions, too,
could not be included in another bhava.

The body, like any physical entity, is made up of the five
mahabhiitas, and imbibes properties from them, too. These again
are a mixed bag. Ak@isa imparts to it sound, the power of hearing
.(.s‘rotfa), hollownesses (susirata), and interestingly, a distinct
identity in space (vaiviktya). But it also imparts a conscious
property: subtlety of understanding. Agni is responsible for the
eyes, form and colour, the quality of ‘ripeness’ or ‘maturity’, the
state of being ‘cooked’(p@ka); though it is not clear whether the
paka spoken of here is a quality of organic entities, or also of
‘subtle’ antahkarana-like entities such as manas and buddhi.
Agni also causes bile as well as the property of making manifest
(praklafatﬁ) — a property which is patently a property of
consclousness — as well as heat, sharpness and energy. It is also
the source of other inner qualities: bravery and anger and
intelligence. Vayu or air is responsible for the awareness of touch
and the karmendriya of touch. Besides, it is also responsible for

the various movements of the body. Ten modifications of vayu
(vayuvikrtayah) reside within the human frame and are
responsible for various bodily movements and functions. These
include the well-known prana, apana, sam@na, udana and
vyéna, which are the five major vayus. There are five others with
a more minor role. The ten vayus help in carrying out various
functions with and within the body, functions both voluntary and
involuntary. Ap@na, for example, expels urine and excreta.
Vyana. is stationed in the eyes, the ears, the nose, as well as the
ankles and the waist, Its role is not quite clear from $arngadeva’s
account. Perhaps it helps other vayus in carrying out functions
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such as smelling, hearing, batting of the eyes (for which one of
the five minor vayus is said to be responsible), functions which,
like the function of the indriyas have in some sense both the
aspects of being intentional and unintentional. But its functions
in the ankles and the waist, whatever they are, are in no way
within our control. Samana performs functions which are purely
organic and involuntary. Moving all over the body through na.c_iis
or arteries numbering 72000, it distributes the juices resulting
from food and drink.

The chief of the vayus is prana. From its station below the
navel, it moves to the navel, the nose and the heart. It is responsible
for breathing in and out, coughing and emitting sound.

A question to my mind arises as to why the mahabhiutas
were needed in addition to the six bha@vas which together
presumably form a complete picture. How are the mahabhutas
related to the bhavas ? They might be said to constitute the
purely material elements which make up the body. But tI‘-Ien
we have seen that they are not quite material in nature, being
as complex as the bhavas. This makes it even more difficult
to understand why their functions could not have been 'mclud_ed
in the bhavas. .

And yet despite questions that might arise, the pipdotpatti
presents us with a fascinating picture which is not mel.'ely
conceptual in content but clearly takes detailed observations into
account. We cannot but be impressed by it and its complexities
which display the object needing a doctor’s attention as not only
a body but also a soul. But, to come back to our present purpose,
how is pindotpatti relevantly. tied up with the process of
nadotparti ? Sargadeva himself does not try to make the
connections. For him it is only a general picture of the structure
of the body as a whole. For the more specific processes of
nadotparti and svarotpatti, he pamts a separate picture. One
would have expected him to have shown how these specific

- processes are related to the general structure of the body as a

whole, but Sarngadeva does not make such a move. This is
puzzling, since it is not difficult to see that he could have done
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this with slight additions and modifications in the structure of the
body as understood in the pindotparti picture. We have had a
glimpse of an earlier of a possible move he could have made by
relating the prana to manas and buddhi through something like
sankalpa. There was, as far as one can see, another potent
possibility in the notion of the heart. The heart is plainly
described as both an organ as well as the seat of consciousness. Jt
is further described as forming the center of important arteries
(malasira) which are carriers of force or energy (oja). Many of
these arteries are indeed channels of communication between the
heart and various organs, and responsible for functions such as

. smelling. Two of these, connected with the tongue, are said to

have a role in the act of speech. There are also other arteries,
called dhamanis, which emanate from the navel as the center like
spokes from the nave of a wheel. Some of these are connected to
the heart from where they move into different directions creating
channels through which awareness of sound, form and colour,
taste and smell are conveyed. Two such arteries are responsible
for the making of sound and speech (bhasana, ghosa).

The picture obviously has elements which could have been
suitably. moulded to construct a model for explaining the process
of nadotpatti, if not svarotpatti, which could meaningfully
include. the role of an agent. For svarotparti, it would have
needed fiirther modifications in the picture to accommodate an
organ that could produce different tones — such as an artery
with appropnately placed holes which could function like a flute.
Why did Sarngadeva not suitably modify the picture ?
Samgadeva, himself has nothing to say. For him the picture of
pindotpatti seems to form a kind of larger basis which can serve
as the ground for understanding the more specific process of
nédotpatti and svarotpatti. But he makes no effort to actually tie
up the picture presented in pindotpatti with nadotpasti and
svarotpatti in any significant manner. _

What held him back ? What kept him from remodelling the
pindotparti picture in order to envisage nadotparti and
svarotpatti within it or at Ieast tymg it up in a relevant sense with
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it 7 -— since without this, pindotparti, fascinating as the picture it
presents, is, yet remains an attractive but only loosely attached
appendage to the rest of the text, constituting a major dosa in the
sastra. Sarngadeva is silent. But, perhaps, we can speculate about
possible reasons.

There are, I think, two major reasons why Samgadeva did
not tamper with the pindotparti picture in order to modify it in
any way. One seems to be the fact that he considered the picture
as complete and fixed and so unchangeable in principle. No
doubt, to begin with, the science of medicine had strong
elements of being an empirical science, needing observation and
critical examination (pariksa) by its practitioners. It also,
evidently, allowed for a plurality in its interpretations of the
human body as a person. The two pictures, we have concerning
this matter from Caraka and Susruta, both ancient and
foundational authors, are divergent in important ways: The
Caraka picture is more Nyaya-like while the Susruta picture
leans much more obviously and significantly on Sankhya. The
two distinct views regarding indriyas, which Sarngadeva speaks
of, one believing them to be material and the other putting them
imr the category of the conscious, also points at an important
difference in Caraka and Susruta. Sudruta calls them bhautika
while Caraka takes them as distinctive of beings that are cetana
— living and conscious.® Yet despite disagreements between
them, and their acceptance of theoretical plurality in practice,
Caraka and Susruta, agree in considering their science as
revelatory and unchangeable. Changes and new insights were no
doubt incorporated within the s@stra during its long history, but,
paradoxically, the myth of unchangeability was carefully
maintained. Significant intellectual opinion in the days of
$arngadeva seems to have regarded @yurveda as no less than a
revelation, considering it a transcendental and not an empirical

3 Sugruta, Sarirasthanam, 1,10 : bhautikani cendnyanyayurvede varnyante
tathendriyarthah.

Caraka, sitrasthanam, 1,48 sendriyam cetanasth@nar nirindriyam
acetanam.
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science. This may be confirmed from the strongly expressed
views of the famous and influential philosopher, Vacaspati Misra
(Sth century; Sarngadeva wrote in the 13th). The s@stra of
ayurveda, says Vacaspati, like the Vedic mantra is authored by
God himself; its truth is evident from the success of its operation,
but it is not a sastra that could be conceived as being created by
the exercise of merely human observation or reason; neither is it
a fastra which can be thought of as the result of a growth of
knowledge in a $astric tradition where subsequent works build
on what had preceded.* By Sarngadeva’s time, the science, then,
seems to have acquired a kind of sacrosanct nature, resisting
modification. In this it was different from sangite-sastra which
allowed for changes both in theory and practice — laksya and

* See Vacaspati’s tk@ on the Vy@sa-bhasya on Patafijali's Yogasktra,
samadhipada, sitra 24. Vyisa says that the yoga as a sastra was composed by
a transcendental supreme being (prakrs:a sartva). Commenting, Vacaspati
adds that the Sastra of @yurveda belongs to the list of such divinely-composed
Sastras as the Veda, with the words : eyamabhisandhih : mantrayurvedesu
tavadisvaraprapitesu pravritisamarthy-adarthavyabhicBraviniscayaipra-
manya siddhamn. no causadhibhedanam tatsarmyogavisesanam ca maniranam
ca tattadvarnavapoddharena sahasren@pi purus@yusairlaukikapramina-
vyavahari Saktah kartumanvayavyatirekau. na c@gamiadanvayavyatirekau
tabhydm cagamastatsantanayoraniditvaditi pratipadayitum yukter: ... . This
may be translated as: “This is what is meant (by Vy3sa). (In sastras like)
Mantra (that is, Veds) and Ayurveda, which are created by God, the pramanya
(their ‘authentication’, “proof” but also ‘true understanding”} lies in the fact that
what they say actually works, and is true; to understand and interpret them
correctly is to authenticate them (there is no extrinsic proof apart form this), It
is not possible to know all the different medicines and their combinations
through any laukika pramana (human means of true knowledge). (Just as it is
not possible) o arrive at the true order of syllables (varnas) in (Vedic) maniras
by any process of (selection} through hypothetically choosing and rejecting
syllables one by one {@v@paodhara), even if this process be repeated thousands
of times by human beings using their pragmatic, inferential reasoning and other
human means of authentication, through anvaya and vyatireka (projecting and
rejecting empirical hypotheses in order to arrive at the truth). Neither can it
argued that such a process of empirical inference (anvayavyatirekau) is
something that is initiated by (2 primal and ) revealed sasrra (Ggama), but,
then, it is carried forward (by human agency and gives rise) to (newer) dgama
on its own, because not only the @gama but its true transmission (without
change) is a beginningless process...”.
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laksana. The category of the desi as opposed to the ‘given’ and
‘fixed” margi is one evidence of it: new musical forms could be
freely created. And that such a development actually took place
can be seen from the long list of adhundprasiddha ragas —
‘modern’ as opposed to ‘traditional’ forms — that Sarngadeva
himself notes and describes. Kallinatha, commenting on
§§u°1gadeva, not much after him, explicitly states that a description
of these ragas required basic changes in the theoretical structure of
the s@stra — its laksanas — in order to mesh with the new material
— the changing laksya’

The second reason why Sarngadeva did not remodel the
given picture he had for his purposes seems to be connected with
the purpose behind the picture. The body in the Zyurveda model,
which is seen as conscious and incorporating volition as an
important element in it, was yet also seen as an object to be acted
upon, a net-work of causally linked entities that could be
administered to and were thus passive. It was not a model
designed to reveal the workings of human agency, and the role
played by the body in it as an instrament of agency.

The second picture of n@dotpatti which Sarngadeva gives us
is also included i the pindotpatti chapter. It does seem to be
drawn with the role of an agent in view, but the agency it has in
mind is a kind of yogic, ‘spiritual’ agency, and not the ordinary
volition used in acts such as singing. The picture is a kundalini
map of the body, a map familiar enough from popular writings
on yega. The body is believed to have a number of *centres’ —
cakras — through which the yogic energy called kundalini
passes on its path to the highest center at the apex of the head
where immortality resides. The home of the kundalini is at the
base of the spinal column in the lower-most cakra. Awakened
through yoga, the kundalint begins to flow upwards through a
nadi called susumna, which is one of a vast netwoirk of nadis. As

3 Safigitaratnakara, 2,2,161-194. Note Kallinatha : idanimadhun@pra-
siddharagan-gadinam laksye pratitanam laksanavirodhanari: virodhapari-
hararthamudyamah kriyate,

He proceeds to ' give us a formidable list of virodhas.
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it reaches a new, higher cakra, pictured as a lotus with a certain
number of petals, it can avail itself of the *fruits’ of that cakra,
which lie as ‘powers’, on the petals of the cakra. The sixteen-
petalled cakra at the throat is the home of Sarasvati, where the
music of the sama resides. The seven svaras, the musical tones,
also reside there. One who can move his kundalini to that cakra
can be a musician, as Samgadeva says.t If the kundalini can be
made to reach up to the highest cakra, then one can, as is to be
expected, achieve a very superior proficiency in music.”

Clearly this picture focuses on the role of the agent. But the
agent here is a spiritual s@dhaka, not a musician. The picture
is not designed to explain the ordinary, every-day act of
singing. It does not aim at explaining the physical processes
of nadotparti and svarotpatri. And so, §a‘rﬁgadeva gives us
a third picture, moving now to a new chapter for the purpose.
This is the final picture he gives us, the one he seems to silently
favour and after which he moves on to other things. This picture,
where the body is envisioned as an instrument, does have

‘elements, in Sarigadeva’s description, which seem to tie it to

the kundalini picture also, but the cementing is done half-
heartedly and does not really succeed. Yet the picture is
fascinating. The description begins with a well-known $loka
which is worth a look. Let me quote:
atma vivaksamano® yam manah prerayate manah /
dehastham vahnim@hanti sa prerayati marutam //
. (Saengitaratnakara, 1,3,3).
“The @tma desirous of saying something impels the manas
which in turn strikes at the fire contained in the body. The fire
then propels the air [to produce speech].”
We notice that Samgadeva says: atma wvaksamano yam —
“the soul desirous of saying something ...” when he should —
and easily could — have said, arma _ugasamano’ yam: “the soul

¢ Sangitaramakara, 1,2, 141 : visuddherastamadini dalanyastau Sritani tu /
dadyurgitadisamsiddhim ...

7 Do. 1,2,143 : brakmarandhrasthito jivah sudhaya sampluto yada / tusto
gitadikaryani saprakarsani karayet,
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desirous of singing ...”.* The reason for Sarigadeva’s not quite
appropriate phrase is not difficult to see. He has borrowed it
from an older theorist who had used it in describing a process for
the production of speech, rather than song. The Paniniya S‘fkgﬁ
begins its description of the process of how speech arises in the
body with the words:

atma buddhya sametyarthanmano yunkte vivaksaya /

manah kayagnimdhanti sa prerayati marutah //

(Paniniya Siksa 6)

“Wishing to speak, the @tma approaches meanings through the
buddhi and hamesses the manas for the purpose. The manas
strikes the fire in the body which in turn propels the air [to
produce speech].”

Here obviously lies the source of Sﬁrﬁgadeva’s own sloka.
The date of the Siks@ is not certain but it is certainly many
centuries older than Samgadeva. It was an important text for any
one who learnt Sanskrit grammar, and every educated person
had to do so. Or, perhaps, Sarmgadeva had before him another
text parallel to this Siksa, since the doctrine it espouses was
ancient knowledge born in the traditions of Vedic learning and
the transmission of the spoken Vedic vocables, and more than
one text was written about it. We also find a step missing
in Sarngadeva’s account. Buddhi has no role there. The reason
is apparent. The function of buddhi in the Siksa account, is to
pick out the right words for what the atma wants to say. But
singing is not speaking and so this function is not needed. But
then what replaces buddhi? Or does atma pick out the tones
directly without a go-between which it needs for vivaksa, but not
for jigasa? But if so, the @rma in this conception must be
significantly different from that of the S'ik;ﬁ picture. Where lies
the difference ? Samgadeva provides no answers. He did not
reflect on the matter. And yet, a borrower as he was, §?‘am"gadeva

¥ An interesting discussion had taken place on this expression and scholars
wondered if Sanskrit has an independent word for, ‘the desire to sing”. I am
thankful to Dr. Prem Lata Sharma for drawing my attention to the word ‘jigasa’

‘which, she points, tias been used by Abhinavagupta.
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could not help retaining the word ‘vivaksa’.

There are also other modifications in Sarfigadeva as we can
see in the details of the process of svare-production he describes.
These are, however, modifications not made by him — he seems
to have been too tradtion-bound in this matter for that — but
accepted by him from older sangita-Sastras.

The Siksa account of the process of speech production
describes it in some detail. Low and high pitches arise as the fire-
heated air moves to different regions of the human frame, the
chest, the throat and the head. Different syllables are produced in
the cavity of the mouth on the basis of svara (pitch), kala (time
taken in utterance), sthana (chest, throat and head where
different registers of a gradually higher pitch are produced) and
prayatna (the nature of the effort). Further details of these
categories and the distinct roles in the production of different
syllables are also noted with care by the .S"ik,sa; but we need not
enter into these here. It is an impressive account based on careful
observation.

Sarngadeva’s account of svara-production is somewhat
parallels this account, though its basis is imagination rather than
observation. He speaks of a harp-like vina placed within the
human frame. This was an old idea. The ancients called this vina
the Sarira-vina, the ‘body-harp’, to distinguish it from the
normal harp made of wood. It was this body-harp which was said
to produce the musical tones in singing. The body-harp account
of the production of tones shares the concept of sthana with the
Siksa. As in the fikga scheme, different sthanas produce
different octaves. The Siks@ scheme also spoke of the seven
svaras, but svaras there are only meant as general areas of
pitches used in producing the different Vedic accents (Paniniya
§ik§&, 12). They are not distinct tones for musical rather than
verbal expressions. In singing, according to Sarngadeva, these
distinct tones are produced by different ‘strings’ of the body-
harp. These ‘strings’ are nadis stretched across the various
sthanas with a gradually decreasing length so that the higher the
position of the nadi, the higher its pitch. Each sthdna has twenty
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two such nadis which account for not only the seven svaras but
also the §rutis, the shades of minute tonal distinctions that are
audible to the human ear, and can, according to later sasnigita-
sastris such as Sarngadeva, enter musical expression. The heated
air from the base of the spinal column as it moves over these
strings causes them to sound.’

This was a picture which Sarfigadeva had inherited from
older musicologists. He intended, apparently, to place it in the

larger ‘anatomical’ perspective of the two other pictures that he

draws for us. But the connection, as we can see, between the
harp picture and pindotpatti cannot be established in any
meaningful sense, and any connection that we might think of —
such as the common notion of the nadi — remains, to say the
least, very shadowy. The body-harp can hardly be said to fitas a
part in the larger pindotpani picture. The nadis of the pindotpatti
picture have a nature and purpose entirely different from the harp

‘nadis. Neither does Sarngadeva attempt to connect the two.

He does, however, attempt to connect the harp picture with
the yogic mapping of the kimdalini. He speaks of five sthanas
including two others besides the three already mentioned. These
two extra sthanas, his own additions, produce sounds which are
atisiiksma — very subtle — and siiksma — subtle — and are
connected with the brahmagranthi and the nabhi, two yogic
centres. But these subtle sounds, $arngadeva adds, lie outside the
range of musical sounds: they are not related to the vyavahara —
the actual practice — of the art. They are also not provided with
nadis which could manifest them. Their role lies purely in the
realm of theory. The idea seems to be to connect the musical
sounds needed in vyavahara, the so-called @hata or ‘struck’
sounds which we can actually hear and produce for the ordinary
purposes of speaking and singing, with the transcendental —

9 See also, in this connection, the essay, “Music in the Thanamga Satra’, for

. a more Siks@-like picture of the production of different svaras. The picture,

however, is obviously off the mark, and nothing but a feeble, inadequate
attempt to explain svara-production as a process identical with that of
producing varnas, or spoken syhables.
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paramarthika — anahata or ‘unstruck’ sound of the yogis.
Anahata nada forms part of the kupdalini picture.”® The two
extra sthanas where Sarigadeva locates his ‘subtle’ sounds were
obviously suggested to him by the kundalini map. éﬁrﬁgadeva
himself tells us that the ana@hata sound is of no real use to him as
a musicologist. He says, ‘since it is devoid of all ‘colour’ and
cannot please men; therefore, I shall speak only of @hata sounds,
which when produced in the form of the §rutis, produce song.’!!
Yet he did feel obliged to somehow creaie a cogent bridge
between the harp picture and the kundalini one, and did not mind
bending it to his own ends. One wonders what made him feel
more free with the kundalini picture than with the a@yurveda one.

The notions of siksma and atisizksma are, for Sarngadeva,
stages that connect the an@hata with the audible @hara sounds.
These notions are however empty of any real content in his
scheme. The bridge he builds between the yogic and the musical
picture of sound production has no real function and is not
spoken of later in his s@stra.

Another thing before I close. The concept of the body-harp,
interesting as it is, is yet somewhat incomplete in comparison with
the Siksa picture of the production of speech. The .§ik§& picture goes
into the details of how every distinct syllable is produced, noting the
exact placement of the tongue in the cavity of the mouth and the
kind of distinct effort required. In the barp picture different tones are
produced when the air arising from the navel strikes different nédis.
But where is the means, the tool, one cannot help asking, by which it
is ensured that a particular chosen string is struck when required and
not just any of them. Where, in other words are the “fingers’, or the
‘tongue’, evidently needed to play upon this harp ?

0 Sargitaratmdkara, 1,2,162-165.

Wop. cit. 1,2,166-167.
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1. The Search for the Apauruseya,
or Absolute in Music

Musicology, the ‘logos’ of music, its prgjfia, as one might
also call it, articulated as thought relating to music, can, I feel, be
understood as thought with a meaning and significance much
larger than is usually accorded to it. In this larger sense
‘musicology’ as an impulse of logos is a venture, or perhaps an

_ adventure, of thought that sets out of music into all the rest that

. thought is about. Pythogoras was a great musicologist in this
sense though we do not normally think of him as a
‘musicologist’. Yet music, and the way he perceived it, was vital
to his thought. As is well known, he saw a “given’, fundamental
relation between svaras and numbers, such that svaras could be
demonstrated on a string, and related to each other through
simple mathematical ratios. He then extended this perception
beyond music to a number-based ‘ratio-nality’ of knowledge
itself with far-reaching consequences.

Let us also take Confucius. The relation of Pythagoras’
thought with music is today a part of our general knowledge and
picture of intellectual history. What is not so generally realised is
that Confucius was also an equally great musicologist in a
similar larger sense, although with a very different spirit.

But even though Confucius’ role as a musicologist hardly
figures as a living element in our image of the past today, yet he
seems to have been much more of a musicologist than the Greek
thinker. Unlike Pythagoras, he not only reflected on music in a
larger sense but was also a musicologist in the usual narrower
sense of the term, spending a great-deal of his career as a devoted
collector and archivist of music. It may be worthwhile then to
sketch here, however briefly, his life as a musicologist and
outline his thoughts about music.

Almost contemporaneous with Pythagoras, Confucius lived
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in the sixth century BC, and is regarded in Chinese history not
only as a great sage and thinker, momentous in the life of the
nation for his ideas and ideals concerning man, society and
polity, but also for his profound understanding of music. The
logos he sought in music was related to his basic concern, the
ideal life of man in polity and society. This also made him a deep
student of ritual, since he saw an intrinsic relation between ritual
and music, and related these two to the larger life of man. He
believed that: ‘The final goals of ritual and music and the
criminal law and government are the same, namely, to bring
about a community of the people’s aspirations and to result in social
and political order’, as Lin Yutang quotes him to say.' It was with

. thi’ thought in mind that Confucius is said to have compiled the

ancient Book Of Songs,? revered in Chinese tradition as devoutly
as a Veda. And he compiled it, it should be noted, not as a book
of poems as it is often made out to be, but mainly as a book of
music: of that ancient music which, for him, reflected the ideal of
what music ought to be, namely the source of logos for the right
man and the true rulers of men. So large did music loom in his
understanding of man that at the comparatively advanced age of
twenty-nine, he sought training in music from a renowned master
and is said to have acquired commendable proficiency in it.
Often in later life he is pictured as playing the lute and singing to
his own accompaniment. In China, as in ancient Greece, music
was an important part of an educated man’s learning, but for
Confucius its significance was much greater than Chinese
tradition seems to have accorded it. Later Confucian schools
were in fact considered exceptional and even peculiar for their

' The Wisdom Of Confucius, Lin Yutang, the Modern Library edition,
Random House, 1938, Introduction, p. 12.
2 For Confucius’ Jife, I have mainly consulted Lin Yutang’s famous and

‘extremely readable The Wisdom Of Confucius , referred to in the previous

footnote, which includes a biography by Szema Ch'ien (I give the name as Lin
Yutang spells it ), who lived from 143-85 BC, that is, about three hundred years
after Confucius. Lin Yutang praises Szema Ch’ien for his critical, non-partisan,
historical approach -— his biography is, indeed, part of a work on Chinese
history in general, the Shiki (p.53-54).
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singular emphasis on music.

Confucius is believd to have edited the Book Of Songs when he
was sixty-four. Before undertaking that important task, he carefully
worked as a musicologist during the many years when he wandered
over China, following his vocation as a statesman and political
thinker. He lived, worked and taught in many different states which
constituted the country during his days and one of his major
activities during his wanderings was to collect the ancient songs
which later went into the Book Of Songs.® Excercising his own
aesthetic judgement, imbued with a high moral purpose, he made
a critical and historical enquiry into the original melodies used
for the songs, and arranged the texts of the songs in his Book Of
Songs on their basis, thus organising the text on a musical rather
than a textual or thematic principle. Like the Guru-Granth, the
Book Of Songs classifies its material on the basis of melody.

But what makes Confucius really great as a musicologist is
not his work as a scholar and collector of music, but his larger
viston regarding the role of music in the life of man. Music, for
him, reflected the deepest principle of harmony in the soul, a

3 As is only to be expected, modemn scholars, such as Arthur Waley, question
the authenticity of the tradtional Chinese belief that Confucius himself
compiled the Book Of Songs. Waley says that the ‘songs are “Confucian’ in the
sense that Confucius {who lived in ¢. 500 BC) used them as texts for moral
instructions, much as Greek pedagogues used Homer’. See his The Book Of
Songs, Grove Press, Ever Green Edition, New York, 1960, p. 18. Confucius, it
should be remarked here, certainly used the Sorgs for his teachings, and, no
doubt, for his own apprehension of things, and it is also true that the songs were
known from before his times, though we do not know how they were put
together into a single whole, if at all such a ‘coliection’ had been made. But
Cofucius’ connection with the Songs was, evidently, much more than one of
use alone. The Greek comparison made by Waley has a clearly inappropriate
ring. Considering the strong traditional Chinese belief that Confucius did
collect the Songs, and their inclusion among Confucian Classics, suggests a
reasonably strong case for accepting Confucius as the collector. It is likely,
however, as the traditional belief also suggests, that what Confucius did was to
collect the music of the Songs and to arrange the text on a musical basis : See
Lin Yutang, The Wisdom Of Confucius, pp. 15-16. Note, especially, his remark,
“it is said that after this job of editing, the different songs were first shifted and
properly classified with respect to their music.’
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principle that could serve as the ground for true order among men.

Plato, too, in his Republic shows a deep awareness of the
power of music in moulding and socialising man, and is
concerned about the kind of music that should be sung and
taught in his ideal state. But music was peripheral for Plato. In
Confucius’ vision music is at the centre. The key to the order and
harmony that Confucius sought, iay not in reason but in emotion,
since human relationships are woven through a web of emofion
rather than reason. Therefore, he sought a logos in music, which
is directly tied up with emotions, and not in concepts or the
realm of thought and philosophy. His logos is related to svaras,
not words. Any order which rests on a deep mutuality among
men, Confucius saw, has to lie in an order among their emotions
and the path to this lay through music. Music alone could give
that tranguil and joyous harmony to our world of feelings and
affections, which could translate itself into an ideal harmonious
polity and society. Confucius’ vision was, in this sense, the
perception of a unique aesthetic logos to be found in music, a
logos centered in pleasure and joy. “In music”, he says, “the
sages found pleasure, and (saw that) it could be used to make the
hearts of the people good. Because of the deep influence which it
produces in manners and customs, the ancient kings appomted it
as one of the subjects of instruction.™

I will, in my own way, try to articulate here Confucius’s
ideas concerning music, and the problems inherent in them. As is
well-known, his thoughts did not move through well-reasoned
and interconnected arguments. They are somewhat scattered,
metaphorical and impressionistic, layed out in aphoristic sayings,
interspersed with those of his pupils. Yet his meaning and
purpose seem to clearly shine through. For my own purpose, I
have used the Yo Ki section of the Li Ki, the Confucian classic. The
Yo Ki or the ‘Record Of Music’ forms an important part of the Li
Ki, which is.a “collection of various records in the possession of

;

4 The L Ki as franslated in the Sacred Books Of The East, second impression,
1926, tr. James Legge, vol. xxviii, part iv, book xvii, the Yo Ki , sec. ii, 7, p.107.
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the Confucian school, and is definitely of extremely diverse
origin” — as Lin Yutang puts it in his, The Wisdom Of
Confucius.® It contains an essay on the concept of Central
Harmony, ascribed to a disciple, mixed with large sections on
funeral ceremonies, ceremonial robes and vessels of public
worship. It is somewhat similar in this to our ancient writings on
dharma and yajfia in the Brahmanas. The chapters on music also
contain the ideas of the Confucian philosopher, Zse-hsia, a
contemporary of the famous Mencius, who lived in the fourth
century BC. Yet we certainly encounter a great and stimulating
body of thought in the Yo Ki, and what we have of Confucius
here is more anthentically ‘original’ than the works of many
other ancient thinkers. My articulation of Confucius’ ideas
concerning music is based on the translation of the Li Ki, by James
Legge in the Sacred Books Of The East’

Right in the beginning of the ¥o Ki we have what can be
significantly described as a formal ‘definition’ of music:

“Modulations of the voice”, propounds Confucius, “arise
from the mind and the various affections of the mind are
produced by things (external to it). The affections thus produced
are manifested in the sounds that are uttered... . The combination
of those modulated sounds, so as to give pleasure, and the
(direction in harmony with them of the) shields and axes, and of

- the plumes and ox-tails, constitutes what we call music™.’

The reference to shields, axes, plumes and ox-tails is

3 See Introduction, p. 43. The whole section in Lin Yutang, entitled, ‘Sources
and Plan Of The Present Book’, pp. 3647 of the Introduction s worth reading.
It reveals that problems of getting to the Ur Confucius are as great as those
presented by most ancient writings in any civilisation. Indeed, for those who
are interested in the thought of a thinker, rather than a completely ‘authentic’
text, an insistence on first having a critical Ur text, can only mean a deprivation
of meaningful thooght. This is true not only of Confucius, but as we sometimes
tend to forget, also of Plato and Aristotle, and even a host of later, more
modern, wiiters, including those who have written within living memory.

%1 have already given a reference to Legge’s edition in a footnote above. The
quotations that will follow are from the Yo Ki.- Arranging the thoughts in my
own way, I do not quote in a sequence that agrees with the text.

Yo Ki, seci, 1, p.90.

1
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intended, as Legge points out, to denote war-like ceremonial
dances, what Lin Yutang in his own translation has called
‘ritual’. Looking at Yo Ki as a whole, what seems intended is
ceremonial dance or even a formal, ritual-like ceremony in
general. The strange phrase,‘modulations of the voice’ is a queer
rendering of what has. been, more cogently, translated as,‘air
musical’ by another translator, and which is explained by a Chinese
comimentator as, ‘the five full notes of a scale’. This seems
reasonable, since the passage we have quoted speaks of
combinations of ‘modulated sound’ as giving pleasure, meaning,
obviously, musical compositions containing combinations of the
five svaras accepted in traditional Chinese music. Lin Yutang, in the
book named above, translates it as simply, ‘music’. The use of the
phrase in the Yo K7 appears to contain echoes of all three meanings.

Dance, in a ritual-like, ceremonial form is bracketed with
music into a single vnit in this definition, and is evocative of the
use of the word sangira in a similar sense in our own tradition.
But as in our usage of sangita, dance is the lesser partner. Later
in the Yo Ki, Confucius makes a crucial distinction between
music and ceremony, characterising ceremony as the outer
manifestation of the inner movement that is music. “The sphere
in which”, he says, “music acts is the interior of man and that of
ceremonies is his exterior.”

¥Yo Ki, iii, 25, p.126. Such a relation between ceremony and music is
reiterated by Confucius in many ways. Confucins’ thought in the Yo Ki can be
felt to move in a kind of spiral-like manner : he keeps returning to his major ideas,
but with a new thrust, and a movement forward, as we can see in the present
instance.

In the very next paragraph, iii, 26, Confucius says : “Music springs from the
inward moverments (of the soul); ceremonies appear in the outward movements
(of the body).” Earlier in the Yo Ki (i, 17, p. 98) we read : “Music comes from
within, and ceremonies from without. Music coring from within, produces the
stillness (of the mind); ceremonies coming without, produce the elegancies (of
manner).” The “inner’, is by implication, also the *higher’, the transcendentat,
the param@rtha, in contrast 1o the “outwatd’” which belongs to this world, and
has to do with vyavahara, or, human behaviour; and thus going back to section

_ one, we read : “Music is (an echo of) the hartony between heaven and earth;

ceremonies reflect the orderly distinctions (in the operations of) heaven and
earth.” — Yo Ki, i, 23, p.100. Also : “Music appeared in the Grand Beginning
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Confucius’ definition of music suggests that he believed it to
form a movement or aspect of consciousness integrally
connected with affections, and yet distinct from it and
independent of it. Affections are outward-bound, and produced
by things (external to the mind), whereas music arises from the
mind itself. Affections are passive and given, while music is an
active principle which combines.affections into aesthetic,
‘pleasurable’ wholes.

The picture we have here seems to have similarities with
Bharata’s notion of rasas. For, like Bharata’s natya, which is an
active and creative process, music combines bhavas or
affections, which are ‘given’, as reflections of the world of
things, and thercfore essentially passive, into harmonious and
pleasurable wholes. “All modulations of sound take their rise
from the minds of man, and music is the intercommunication
of them in their relations and differerences. Hence even beasts
have sound, but not its modulations”, says Confucius,’ raising
music, as a free and creative human propensity, into the
differentiating property — like Greek reason — that
distinguishes men from beasts.

But the similarity between Confucius and Bharata is
deceptive; I think for two connected reasons. One, because
Confucius, while equating music with reason, also,
paradoxically, perceives the different affective wholes that music
creates not as ‘free’ and self-sufficient, pleasurable and rasa-
giving creations of the imagination, but as related causally with
the kind of order ruling in the governance of a state where the
music prevails. And, two, the real aim of music was, for him, not
mainly aesthetic, lying in the exploration of rasa, but much
deeper, since music could be a potent instrumernt of morality and
true order among men.

(of all things), and ceremonies had their place on the completion of them.” —

Yo K1, i, 34, p.104-105. In music, as this last passage more vocally indicates,

the pair of concepts, paramartha and vyavahara, in contrast to a great deal of

Indian thought, are seen as essentially interlinked, the one fulfilling the other.
* Yo Ki, i, 7, p.95.
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The first reason points at a strange contradiction in
Confucius’ thought. It is the inner ‘ethos’ of the polity reigning
in a society which gives rise to a music matching it in form and
spirit. And the world of polity, in the final analysis, constitutes
the world of ‘things’ that cause affections in the mind. The
‘things’, or, in other words, ‘the external world’, which gives rise
to the affections consisted, for Confucious, of the human world
as shaped by a polity. Confucius did believe that every piece of
music had an ethos of its own, but unlike rasa, the ethos of a
musical composition, in his view, was not an independent play
that creates pleasurable wholes at will. It was not an active and
creative combination of bhavas, as in Bharata — bhavas, which
even in Bharata reflect the human world — but a shadow of
another order of human things, for it inevitably conformed to the
ethos of the state, the polity, in which it was produced. He thus
says: “The airs of an age of good order indicate composure and
enjoyment. The airs of an age of disorder indicate dissatisfaction
and anger, and its government is perversely bad. The airs of a
state going to ruin are expressive of sorrow and (troubled)
thought. There is an interaction between the words and airs (of
the people) and the character of their government.”’®

Confucius, we find, conceives of a network of three-fold
interrelations: between music, the world of our emotions and the
social world shaped through polity. Polity, as we see in the
above quotation, was the dominant, ‘governing’ factor in the
network. Such a conception can, imaginably, lead one to a
curious kind of aesthetics in which states going to ruin and those
in which a sense of dissatisfaction and anger rules might be
thought desirable because of the aesthetic quality of the music
they produce: since sorrow, anger and dissatisfaction as ethos in
music can be satisfactory as rasas. But this seems perversely
unthinkable. Yet, it seems equally unthinkable on the part of a
thinker who has elevated music to the level of the logos which
defines man,' to be, uncannily, making a move which denies

© Yo Ki, 1, 4, pp. 93-94
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music a free and creative role. Indeed, the whole purpose of
Confucius was to specify this role. For Confucius, not only saw
music as an index of polity, but also as a free agent which could
shape it, and this he did with a deeper conviction. His deepest
aim was to discover the music that could be a profound mover in
the creation of a desirable polity.

The contradiction, we see in his thought, can perhaps be
better, more generously, described as a ‘tension’, and such
tensions are, after all, present in all thought and can be found in
the greatest of thinkers. The tension, is at its root, 2 tension
between an aesthetic and a moral vision, present in almost all
thinking about art. What is of interest, however, is how
Confucius encounters and deals with the tension, and what he
makes of it. For he was keenly aware of the independent value of
music itself even as he asserted it as reflecting a moral state of
things, and was profoundly intrested in exploring its potential as
a moral tool. :

We just spoke of a three-fold linkage in his thought between
music, the emotions and the human order governed by a polity.
The last link in the chain, namely, polity, appears to be intended
as almost ‘determining’ the rest. But the linkage we do find in
his deliberations is not as strong as to forge a smooth, unbroken
hierarchy with polity at the topmost rung of the ladder. To forge
any such chain, indeed, appears unrealizable in principle, and we
can also see this in Confucius. The links between music and
emotion, and between music and polity_are different in kind, and
cannot really be combined to form a- straight and even chain,
though Confucius seems to have desired to do so, at one level of
his thought. The two relations, with music at the centre, clearly
lead into quite different directions without a strong, convincing
link: the directions of ethics and aesthetics. Confucius, indeed,
shows awareness of the two directions as independent. We have
quoted from a passage where he links the ethos of music with
polity. There are other deliberations where an aesthetic of music
emerges independently of polity, though Confucius apparently
insists on a link. An intriguing passage establishes the connection
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between music and polity with detailed attention to
considerations which are aesthetic, and can be detached from the
political motive which seems almost imposed upon them:

“Hence, when a ruler’s aims are small, notes that quickly die
away characterise the music and peoples thoughts are sad; when
he is generous, harmonious, and of a placid and easy temper, the
notes are varied and elegant and the people are satisfied and
pleased; when he is coarse, violent, and excitable, the notes,
vehement at first and distinct in the end, are full and bold
throughout the piece and the people are resolute and daring;
when he is pure and straightforward, strong and correct, the
notes are grave and expressive of sincerity, and the people are
self-controlled and respectful; when he is placid, and kind, the
notes are natural, full, and harmonious, and the people are
affectionate and loving; when he is careless, disorderly, perverse
and dissipated, the notes are tedious and ill-regulated, and the
people proceed to excesses and disorder.™"*

This arresting passage, we can immediately feel, is very
different in spirit from the one quoted earlier where the ethos of
a piece of music is said to be determined by the state and the
essence of its polity. The present passage, however, though also
intended to be about kings and the quality of their rule, speaks of
kings as musicians, judging their rule through the aesthetics of
their music. It clearly says more about Confucius’ understanding
of music than of kingship; and the fact that he is actually
speaking of kings, really seems a contingent and ulterior
advisement, added on to insights related to music. Unlike the
passage quoted earlier, it also implics that kings create a polity
through their musicianship.

The tension in Confucius’ thought between music as
passively ‘given’ and actively ‘created’, is transparent here.
Music. in its relation to the emotions comes through as an active
principle, composing aesthetic wholes; whereas music in its
relation to polity is conditioned in its ethos, or in other words, its

' ¥o Ki, i, 9, pp. 107-8
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aesthetic, by the latter. If our music passively expresses the ethos
of a polity, we cannot actively create the music we want at will,
since we are all creatures of one polity or another.

And yet, antithetically, Confucius also grants music an active :

and creative role, and a central one, too, in the very making of a
state or polity. It is, indeed, a crucial element in his thought.
Music for him, as we have seen, was related to ceremony,
constituting its- inner movement. The concept of ceremony is
central for Confucius’ understanding of human behaviour, since,
in a profound sense, the whole social and political life of man,
was for him, an extension of ceremony, or ‘ritual’, and
‘formalised” action. It is through its relation to ceremony that
music creates a polity, since the arena of ceremony extends itself
to the state of society and polity as a whole. “Hence it is said’,
says the Yo Ki, quoting a maxim in order to advise a king, “carry
out perfectly ceremonies and music, and give them their outward
manifestation and application, and under heaven nothing difficult
to manage will appear.”? And therefore, to identify and produce
the right music, with the right ‘given’ structure and ethos, was
the central purpose of Confucius’ musicology.

But we have also seen that Confucius has defined music in
terms of pleasure right at the beginning of his discourse. This
introduces another kind of problem: how to find the right
morally desirable music ? The pleasure-principle naturally leads
to a pluralistic aesthetic, a multiplicity of rasas, since what
pleases is naturally many. Also, of course, what pieases is not
bound to be moral: sreyas and preyas do not go together. Music
as pleasure seems obviously to lead away from Confucius’s
desired goal, rather than towards it. He seems to have deeply felt
this ‘contradiction’, and his moves in trying to resolve it attract
attention. One move appears to have led him to somehow deny
the pleasure element in the music he desired. The move, natural
in all thinking, was to discriminate between the ‘real’ or ‘true’
music from that which belongs to the sphere of pleasure, the

% Yo Ki i, 23, p.126.
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merely ‘sensuous’ and ‘apparent’. And so in a passage of the Yo
Ki, we find a line being drawn between Music and ‘pleasurable
sound’. .

Actually it is not Confucius himself who is said to make this
distinction but a disciple, Sze-hsia (also spelled ‘Hsentse’). But
the move is inherent in Confucius’ thought and, indeed, thought
in general when trying to resolve similar ‘contradictions’. Sze-
hsia is quoted in the Yo Ki to have said to the marquis of Wei
that “Now music and sound” (obviously, meaning ‘pleasant
sound’) are akin, but they are not the same.”” The trans.lator
deliberately spells the word *Music’ in this contE?xti“' with a
capital ‘M’, obviously, and rightly, to distingi.ns-h it from
ordinary pleasure-giving music. ‘Music’, as dlstmc_t from
‘music’ is imbued with a moral spirit, and is radically different
from the "new’, modemn ‘music’, in Sze-hsia’s words, which, he
thought, was intended for mere pleasure or rasa. What we thus
have is intriguingly analogous to the distinction that Plato made
between knowledge and mere opinion.

Knowledge, unlike opinion, which is multiple by nature, can
only be one. So should be ‘good’ Music. It has also to be ‘given’
to us in a vision that runs deeper than mere imagination. It may
be bravely argued here that one can reasonably .conceiv? {_)f a
multiplicity of ‘good’ political orders, each radically dlStI.l‘lCt
from the other, and hence a multiplicity of ‘good’ anc! not just
rasg-giving music, all sharing the property of being ‘Flght’ and
morally appropriate. Indeed, in the passage where kmgs.have
been conceived as musicians, we do seem to have a plurality of
‘good’ music, implying a plurality of good polities, .since we ﬁt.ld
Confucius giving his approval to more than one kind of music.
Yet, he does not carry this move forward, and his search,
predictably, leads him to look for the ‘one’ music matching the

3 Yo Ki, iii, 9, p.117.
. ™ Ses Yp Ki, iii, 10, p.118. ‘This passage immediately follows the earlier one,
and is linked with it. The ancient ‘virtuous airs’, which belong to “true’ music
are contrasted with the new, ‘modern’ product, which is merely pleasant, and
called, ‘Music’.
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‘unique’ and ‘right’ political order. The idea of any real
multiplicity in the realm of the idéal polity and society has
seemed to most thinkers as both irrational and immoral.
Confucius apparently shared this spirit of thought. Perhaps in
those moments when the rasa of music was dominant in his
mind, he could imagine a variety of music which could all be
described as ‘good’, but as a moralist, he looked, almost
logically, for a unique principle of harmony, and hence a unigue
music. Interestmgly, however, as we shall later see, Confucius
does try to find a resolution, a balance, between the ‘one’ and the
‘many’ in as much as he conceives the music that is ideal for the
nght polity as a kind of raga, which remaining ‘one’ has yet
‘many’ possibilities.

The source of true music, for Confucius, as for many other
ancient thinkers, who looked for Truth and True Order, could
only be a divine, transcendental intelligence or pratibhd. Such
divine pratibhi was not to be found in the present. It had
prevailed in the remote past, when moved by it, the rsis of
ancient China had instituted the ideal political order, and created
the music that went with it. During this ideal age of the rsis,
“Heaven and Earth acted according to their several natures, and
the four seasons were what they ought to be™,'s as Sze-hsia pufs
it. It was, in other words, the krta-yuga when dharma or ria
reigned supreme, and when the music of dharma or rta could be
created. It was during such an age, to quote Sze-hsia again, that
“harmony was given to the five notes (of the scale), and the
singing to the lutes and the praise-songs.”'f These songs were the
“virtuous airs” constituting ‘Music’ as it ought to be.

Confucius, in this context, makes an interesting difference
between two kinds of intellect: that of the creator and that of the
transmitter. True, ‘virtuous’, music can now only be transmitted,
since its creators were rsis, who no Ionger exist. “Therefore they
who knew the essential nature of ceremonies and music could

S Yo Ki, iii, 10, p. 118.
16 bid.
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frame them; and they who had learned their elegant
accompaniments could hand them down. The framers may be
pronounced sage; the transmitters, intelligent. Intelligence and
sagehood are other names for transmitting and inventing.”?’
What Confucius means by ‘inventing’ here is obviously not the
excercise of ordinary imagination but of divine prajaa, or
pratibha. But what about those, who like Confucius, could
identify and recognise the right music even if they could not
- create it ? Such people are clearly necessary to oversee that
transmission does not introduce distortions and “notes that are
evil and depraved”; as a later passage in the Yo Ki puts it. Such
people cannot be mere transmitters, who are said to be no more
than ‘intelligent’ in the passage above. They must be more like
critics and theorists, and yet share something of the sage-like
intellect, to be able to recognise sage-like music. They must have
a kind of transcendental bhavayitr pratibha, a term, the famous
9th century Indian critic Rajasekhara uses to distinguish the
insight of the critic from the inventive and imaginative k@rayitr
pratibhi of the poet. (The first essay in this collection discusses
these concepts.) Confucius does not quite explicate what he
meant by the intelligence of the transmitier, but later tradition
did recognise a sage-like intelligence in him, an intelligence
“which could distinguish the product of a sage’s divine pratibha,
and teach us how to transmit it. '
Confucius, too, though somewhat obliquely, does speak of a
process by which the “Music’ of the sage could be recognised.
The process appears to be a kind of anumana, a process of
inference; but at its heart it is the judgement of a profound
music-critic. Sze-hsia, as we have seen above, speaks of a
kinship between ‘pleasurable sound’ and ‘Music’ even as he
sharply divides them: they are akin but not the same, he says,
Confucius speaks of the necessity of recognising this kinship in
_order to be able to-recognise “Music’. In a remarkable, passage
early in the Yo Ki, we find him saying, “We must discriminate

Yo Ki, 1, 22, p.100.
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sounds in order to know the airs; the airs in order to know the
music, and the music in order to know (the character of) the
government. Having attained to this, we are fully provided with
the methods of good order. Hence with him who does not know
about the sounds we cannot speak about the airs, and with him
who does not know the airs we cannot speak about the music.
The knowledge of music leads to the subtle springs that underlic
the rules of ceremony. He who has apprehended both ceremonies
and music may be pronounced to be possessor of virtue. Virtue
means realisation (in one’s self).”'® Examples of the kind of
‘musical’ apprehension and discrimination Confucius had in
mind clearly reveal a distinct aesthetic wisdom akin to that of a
music-critic and sakrdaya, although one who intensely feels that
music does not belong to a world of self-contained sensibilities
but is a part of man’s total vision, character and behaviour. In the
final passages of the Yo Ki an odd demand is placed before a
music-master: Sze-kung asks him to suggest the music
appropriate to his (Sze-kung’s) temper. The master suggests
differnt pieces that suit the temper of different men — all these,

‘however, being ‘good’ men in their own way. “The generous and

calm, the mild and correct, should sing the Sung; the
magnanimous and calm, and those of wide penetration and
sincere, the Ta Ya ... The object of this singing is for one to
make himself right, and then display his virtue. When he has
thus put himself in a condition to act, Heaven and Earth respond
to him...”"

Such a conception of pratibha, or the true vision, might
sound familiar, for it is found in most civilisations. What is
remarkable about Confucius’ transcendental vision is that it is

8 ¥s Ki, i, 8, p. 95. The last sentence, “Virtue means realisation (in one’s
self).”, sounds plainly odd. What the translator has added, obviously to make
the meaning clear, hardly serves its purpose. Confucius seems to be saying that
virtue is not just an outward knowledge of how one should behave, and what
rules one should follow, but an inner becoming, the attainment of a state of
being from which virtuous behaviour flows spontaneously.

¥ Yo Ki, iii, 31, pp. 129-130
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uniquely musical. ¥t links human harmony with a true order
among feelings, granting music alone the power to effect it. True
music, correctly designed with an eye towards giving the right
temper — or ‘tone’ — as well as proper organization and
orientation to our emotions, could create the desired ethos among
human relations, imparting its own balance and équipoise and
sense of joy to man, polity and society. “Therefore,” Confucius
says “the ancient kings (in framing their music), laid its
foundations in the feeling and nature of men.”® Music, thus, was
the rock on which a sure and constant harmony of feelings could
be founded: “In music”, he says, “we have the expression of
feelings which do not admit of any change.! '

This might appear to be a quaint belief not founded in
cxperience, since the affect of music, notoriously, lasts only as
long as the music lasts. But, for Confucius, music, or the frue
music, the music of the sage, was much more than we ordinarily
understand by the term, though, to use his own phrase, ‘akin’ to
it. Music, for him, seems to have been the source of a kind of
sadhana, a yoga, or more meaningfully and pointedly, a
karmayoga in the sense of, ‘yogah karmasu kausalam, where
Yoga is understood as spiritual mastery over actions. Music could
lead to a realisation which ran deeper than any ordinary aesthetic
experience, though resembling it. It was certainly pleasure-.
oriented, but it could be a thing in which, “the sages found
pleasure.” And so it could lead 10 a state of the soul akin to that
of a sthita-prajfia, and yet not a withdrawn, emotionless state,
but one imbued with a sense of spritual joy or @nanda, becanse
the source was music which is pleasure-giving by nature; it was
also impregnated with the emotional harmony and impulse for
right action. “When”, Confucius says in a remarkable passage,
“one has mastered completely (the principles of) music, and

regulates his heart and mind accordingly, the natural, correct,
gentle, and honest heart is easily developed, and with this

® Yo Ki, ii, 10, p. 108
2 Yo Ki, i, 1, p.114
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development of the heart comes joy. This joy goes on to a
feeling of repose. This repose is long-continued. The man in this
constant repose becomes (a sort of) Heaven. Heaven-like, (his
action) is spirit-like. Heaven-like, he is believed without the use
of words. Spirit-like, he is regarded with awe, without any
display of rage. So it is, when one by his mastering of music
regulates his mind and heart.”2 ‘

This, I think, could be said to sum up the deepest aesthetic

intent of Confucius’ understanding of music. The political intent
and purpose behind his vision of true ‘Music’, music as
‘creating’, ‘regulating’, ‘causing” True Order, comes out in
another striking passage which, evidently, intends to portray the
form and svara-structure of the ideal music he had in mind. The
music has obvious ‘overtones’ relating it to an ideal hierarchical
social and political order. The music was to be formed with the
five svaras of traditional Chinese music, and of these svaras,
Confucius says, “(the svara) kung, represents the ruler; shang,
the minister; kio, the people; kik, affairs; and yu, things. If there
is no disorder or irregularity in these five notes, there will be o
want of harmony in the state.” Irregularity in a svara, he adds,
will, naturally, canse disorder in the element connected with it.
And, “if the five notes are all irregular, and injuriously interfere
with one another, they indicate a state of insolent disorder; and
the state where this is the case will at no distant day meet with
extinction and ruin.”% _

Interestingly, the description that we have of the ideal music
here has a raga-like structure; indeed, it has a strong kinship
with a certain metaphorical way of characterising the relation
between svaras in a riaga which is often repeated in the texts of
Indian sargita-Sastra, where svaras are laid out in a scheme of
hierarchy in terms of their importance within a r@ga, and
described as king, minister, followers and enemies. We shail
discuss this more specifically a little later. The crucial difference

2 Yo Ki, iii, 23, p.125.
B Yo, Ki, i, 5, p. 94.
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between Confucius and the musicology of rggas, however, is
that ragas are conceived as many by nature: different ragas have
a different scheme of hierarchy among svaras. The ‘king’ of one
raga can be a mere ‘follower’ in another, or even, perhaps, an
‘enemy’. What Confucius had in mind was a unique,
unchanging, r@ga. But being ra@ga-like his structure characterises
the desired relation between svaras qualitatively and not

‘quantitatively in such a way that the structure cannot be reduced

to a single form, and -thus it cannot, in principle, be mapped
through a musical score or notation;* or, to put it in other words,
it can be scored in innumerable ways, provided different
renderings maintain the given quality of the relation between the
svaras. It is like an ideal concept of polity expressed as music, an
idea, which can be expressed through very different words, and
in many different ways, provided the gualitative relation
between concepts which constitute the idea, remain the same. It
also seems, curiously, that in Confucius’ rage, his two ideals,
pulling him in two contrary directions, the moral, seeking a
unique goal, and the aesthetic, bent towards plurality, achieve a
kind of musical togetherness.

In our own country, during ancient times, much more
anterior to that of Confucius, the transcendental in music was
nurtured more pronouncedly as a path to spiritual realisation.
The intent was also more singularly @dhyatmika, rather than
social and action-oriented. It did have a kind of action-
orientation, but this was purely ritualistic, since music was

2 ]t may be interesting to note here that the emergence of the riiga form took
place in 2 milieu which did notate musical structures. The Vedic people had
been using a system of notation for ages before the raga-form took shape. Yet
the musicology of the r@ga never thought of defining or characterising a rdga
through notations. On the contrary, it broke away from the s@ma system which
practically defined its musical structures in notational terms.

Notations, howevet, have been used for centuries, down to our present times,
for indicating possible or generally-made movements within a r@ga, or pointing
out dominant parts of a raga-structure, but a riga, as a whole; s not thought to
be a kind of structure that can be notated. Such an attempt would amount to
what can be called a confusion of categories.
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integral to the ygjfia-ritual. Plato and Confucius can be said to
have been looking for a music of dharma. In India such
an association with music is difficult to find. But since the early
Vedic period music was made part of a spiritual vision
and sadhand, giving rise to a distinct spiritual tradition and
stream of thought. '

Indian culture, in fact, is the onrly culture where
transcendental revelation has taken the form not only of words
but also of music: pure music undiluted by words. The Vedic
music, called s@ma, to which the texts of many Vedic mantras
are sung, is apauruseya ( or transcendental} in its own right and
not through the mantras, and as subsidiary to them. S@ma,
indeed, was thought to have a revealed transcendental logos of
its own, a logos considered in sama-singing circles as higher
than the one manifested through the ‘word’. This singular esteem
for the sama finds an echo in the Girg, too, when the Lord
Himself says: “vedanam samavedo’smi — Among the Vedas, 1
am the Samaveda.”

The literature especially devoted to sama is vast, and
includes a significant body of texts which are obviously
musicological in the narrower sense of the term, analysing,
describing, arranging and notating the music. But more
ontstanding and profound is the independent tradition which
reflects on the deep ritual and the deeper spiritual logos of sa@ma.
This tradition, evidently, took root in Vedic circles from very
early times. The Jaiminiya Brihmana and the Jaiminiya
Upanisad Brahmana are quite early (dating, perhaps to the
period between 1000 and 800 BC), and already remarkable’
examples of this literature. One of the essays collected here,
‘Ancient Music And The Concept Of Man’, can provide the
reader with an idea of this vein of thought, its uniqueness and
independence from the revealed word, and its feeling for sama as
an upasand, a pathway to the spirit. The well-known Chandogya
Upanisad, ‘the Upanisad of the singers of sama’, is a key text of
this tradition of thought, but the others that we have named, are
in many ways even more distinctive. My essay in this collection




e Uy

Up

N

Uy

<)

L

{5

&)

286 / TRANSFORMATION AS CREATION

makes some detailed use of the otherwise lesser-known,
Jaiminiya Upanisad Brahmana. The Vedic rsis of this tradition,
evidently, believed that sama, having descended from the spirit
could also lead to the spirit. Echoes of this ancient spiritual logos
according a unique value to the discipline of music, can be
discerned in throught concerning music throughout the history of
Indian culture, down to our own times.

Music, however, is not usually isolated from a sung text,
especially in a liturgy such as sama also was. But the sama-
tradition pointedly does this. No wonder, then, that there is an
ancient controversy in India on the issue of the independence of
sama. The controversy is punctuated by the position taken by
Mimarnsakas, the proclaimed arbiters of correctness concerning
Vedic ritual, who believe that sama is subsidiary to the mantra
text. Given this issue, it might be interesting to take up the case
of the independence of s@ma in some detail here. I will do this in
the context of Professor Daya Krishna’s comments on the article
in this collection, referred to above ‘Ancient Music And’ The
Concept of Man’.

Professor Daya Krishna is a distinguished philosopher who
has raised many new and significant questions concerning
Mimarnsa and other schools of Indian thought, as well as the
Vedic corpus in general Many of his articles, concerning this
aspect of his interests, have been collected in his book, Indian
Philosophy, A Counter Perspective. One of the articles is
entitled, ‘The Vedic Corpus: Some Questions’. It raises
searching questions regarding the ancient riotions of anrca and
asarira sama, conceived in the sama-singing tradition, as it has
been articulated in the Jaiminiya Upanisad Brahmana and
described in my article. These notions, I have argued, reveal the
idea of sama as independent of the sung mantra. Prof. Daya
Krishna’s comment  pp. 71-73 of his book ) on my fonnulauon
deserves reflection.

The relevant passage which he quotes from my article reads:

“Sama was a revealed form in its own right, just as the reas.
Further, in many cases, sama was valued for music alone. An
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example is that of the ahrca-sama. Anrca-sama was a form of
Sa@ma that had no rk base and was sung to meaningless
syllables.”

The anrca-sama, mentioned in this passage, is described in
the Jaiminiya Upanisad Brahmana, where another interesting
word, asarira-sama, also occurs. In my article, I have taken
these two words to be synonyms, meaning the same forms of
sama, consisting of pure music without words. (Though, as we
shall see, a meaningful distinction can be made between anrca
and asarira samas.) .

Quoting this passage, Professor Daya Krishna remarks: “The
term anrca, literally speaking, can only mean a melody which is
not sung to a Rk mantra. Dr. Lath has, however, taken it to mean
a melody which is sung to no text whatsoever. This is an
arbitrary interpretation, the justification of which is supposed to
lie in the Jaiminiya Upanisad Brahmana where, in the Prathama
Khanda of the fourth Anuvaka of the first Adhyaya, it is said that
Samnanrcena svargam lokam prayateti; and in the second
Khanda of the sixth Anuvaka of the third Adhyaya it is said that
sa me’Sarirena s@mna Sariranyadhunot. The identification of
Anrca with Asarira, though not entirely unjustified, rests on the
assumption that Rk alone can be the body of SGma. But this
obviously is a questionable assumption.”

There are two questions here. One, whether anrca could
mean sama with a text other than a rk; and, two, whether anrca
and asarira can be identified, if so with what justification. As to
the first question, as Professor Daya himself remarks, there was
an assumption — an assumption rooted in Vedic culture and the
milien of yajfia, of which sama singing was an integral part —
that sama could be sung to rk alone. The passage in the
Jaiminiya Upanisad Brahmana which speaks of the anrca,
describes it as leading the gods to heaven in contrast to the s@ma
which was sung to rk. It is also said in the passage — in a line
not quoted in the article, as I had written it originally, assuming
that rk alone could be a text for sgma — that: “They (the gods)
shook off rk-words, the bodies (Sarirani ) [ of the sa@ma ] as they
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proceeded {towards heaven], and they became victorious over
the world of heaven: ta etani rkpadani Sarirani dhunvanta ayan.
te svargam lokamajayan” (Jaiminiya Upanisad Brahmana,
1,4,1.).% We notice tmmediately that farira here is clearly
equated with rk. The implicit assumption in this passage patently
is that the text of a s@ma could not but be a rk, and that the rk
alone formed the ‘body” of the s@ma. So deep-rooted was the
assumption that it seems to have nceded no explicit statement.
The Jaiminiya Upanisad Brahmana speaks of the ‘shaking off’
of rk words (rkpadani) from sama. But if rk formed the text of
s@ma, the sama would then have no text left. And hence an
asarira sima was the same as an anrca sama: without any text
whatsoever. But one might reasonably argue here that by *Sarira’
the Upanisad Brahmana really meant a ‘meaningful’ text, since
no singing can, after all, avoid using some ‘text’, meaningful or
not. An asarira sama, hence is a s@ma using meaningless words,
but words all the same. '

This is how Dayaji does understand sarira, for he further
comments, “he ( Mukund Lath ) seems to assume that only
meaningful words and/or sentences could be said to form the
body or §arira of music. But there is no reason for this
assumption. The term ‘body” here merely means @sraya or base
and that could be provided by anything, meaningful or
meaningless™. ‘

1 would like to discuss the implications of the notion of
@sraya in Dayaji’s usage, and whether a meaningful and a
meaningless @sraye can be the same thing. The first
consideration is, I think, obvious: we obviously do not need
words, meaningful or meaningless, as @sraya for instrumental
music, unless we stretch the meaning of “words’ to absurd limits.

~ The matter, however, can lead to interesting reflection.

Playing on the sifar, the sarangi, the flute or any other
instrument, requires a friction in order to produce sound of

¥ The edition I refer to, as in the article discussed here, is the Kendriya
Sanskrit Vidyapitha, edition of the text : ed. B1111koth Ramachandra Sharma,
Tirupati, 1967.
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which a variety is available to the musician, depending on the
instrument, the techniques available and the kind of music
desired. Music needs sound, and this is what Indian musicology
knows as the @hata-nada, or ‘friction-born sound’. When the
instrument for producing the @hata-néda is the throat, the sound
produced is conditioned by what the throat can do. But the
@hata-nada in the throat also produces sounds which are put
together as words rather than music. Further, these sounds can be
put together both as words and music. This possibility of
combining in the human voice svara with the production of
words is, indéed, what makes it possible for us to sing with
words, as no other instrument can do. But it would be wrong to
speak of an @sraya-asrayi-bhava here, with words as the asraya
and svaras as based on them. As we utter words, the voice
spontaneously travels over the octave, and if we pay attention,
tonal relations can be identified. In dramatic speech attention is,
in fact, paid to the tone accompanying the voice, as Bharata
clearly recognised long ago, indeed, he articulates the rise and
fall of dramatic speech on the basis of svaras, specifically
naming them in describing the process.? Dramatic speech is
emotion-laden speech, and we can see that Bharata, like
Confuctus, recognised the essential relation between svara and
the ‘affections’, using the relation to his own rasa-producing
ends. But svaras in speech, even dramatic speech, remain vague
and subsidiary; unrecognised as svara, though when we speak of
certain voices as musical, one reason is the clarity with which
they naturally enunciate svara.

Given this natural relation in the human voice of svara and
speech, either of them can, in a sense, be spoken of as the asraya
of the other and we might call them, paraspara-asraya, sharing a
mutuality of Zsraya-hood. But the @sraya of svara in speech is
not, really speaking, word, but friction-produced sound, hata-
nada. If by ‘word’ we are to understand any sound whatever,

# See Natyasastra, the section on pathya, where the concept of kaku,
paraphrased above, is described: G.0.S edltmn, vol. 2, adhyaya 17,
p. 385-399.
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which accompanies a svara but can be distinguished from it in
some sense, then to term ‘words’ as the @sraya of svara and
music would become an empty truism. The question rather
should be: can we think of the @hata-n@da arising in the human
voice as being more naturally and essentially related to sounds
that produce words and language rather than to svara and
music ? For only in such a case can words be an @sraya of sung
mitsic in any worthwhile sense.

Let me try to further clarify. The ahata-nada or the friction-
produced range of sounds in the human voice, as I have said,
contains sounds of two distinct kinds: those that can be
articnlated as words and those that form svaras. Both these
sounds are produced together in such a way. that we can
meaningfully speak of a relation of mutual or paraspara @sraya
between those sounds that _fon_n‘words and those that form
svaras . One or the other partjxer in this paraspara @sraya cen be
made to become dominant, a process leading either to speech or
to music. The @hata-nada in the throat, when articulating speech
is dominated by varnas or syllables: vowels, consonants and the
like; but in making music, which, though it also uses varnas, the
main intention of using the voice is to turn itself into a musical
instrument and articulate pitch and the web of svaras created by
modulations of pitch. Modulations of pitch, however, are not
absent in articulating varpas. The question is what is more
natural to the voice as @hata-nada, varna or svara ? Or, in other
words, in the given paraspara Gsraya between varna (which
forms words), and svara (which forms music), which is the
essentially dominant partner 7 Even on a simple reflection, we
cannot fail to see that the relation between svara and the Ghata-
nada in our throat has a ' much more essential quality than the
relation between that ndda and words. The throat-born varnas
used in pronouncing words are also used in intoning music. The
varnas, however, appear as more naturally related to words and
language than ‘to music. We are tempted, therefore, like

‘Professor Daya Krishna to call ‘words’ as @sraya of music. But

the relation of the @hata-nada with music is much stronger than

o
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it is with words. Because @hata-ndda as such, whether in the
human voice or in animals, or even inanimate nature, has a
natural gnuranana or a sympathetic after-sound which makes it

produce or echo other sounds at other pitches. This is what gives

rise to svaras, and makes svaras something given in nature, a
series of pitches, related to each other through what has been
called a sarivada or harmony. It was this ‘given’ relation which
Pythagoras, to his profound surprise, discovered to be governed
by simple arithmetical ratios. There is no such natural relation
between the @hata-nada and the vowels and consonants, or
varnas, which are produced in the human voice alone and which
we use for uttering words.”” In fact, when we produce varmas,

# This has been recognised in Indian scientific thinking for many centuries.
The Prasastapada Bhasya on the Vaisesika Satras (c. 4th-5th centuries AD}
recognises the peculiarity of sound as an object of the senses. Though sound is
a pratyaksa, Pradastapada observes, that is, a ‘sensible’, or some ‘thing’
perceived, there is no “thing’ or object perceived in this pratyaksa. Indeed,
what is perceived is the end-product of .a series of waves, each of which
is destroyed immediately after giving rise to the next wave in the series dll
it reaches the ear. The series of waves which constituie sound, is borm of
friction between °‘things’ when they come in contact or break apart
(sarhyogavibhagasabdajah, the concept used by Prasastapzda for what in
samgita-§astra is known as @hata-nada). Sound, interestingly, is divided by
PraSastapada into two major categories : dhvani and varna, that is, sound in
general, one might say, and phonemes or syllables. Varnas, according to
Prasastapada, are units of speech such as the vowel, ‘a’; and dhvani, on the
other hand, is produced by instruments such as the conch, the flute, eic, :

sabdo’mbaragunah Srotragrahyah, ksanikah, karyakaranobhayavirodhi,’

sarmyogavibh@gasabdajah, pradesavriiih, samanasamanajatiyakGranah. sa
dvividho varnpalaksano dhvanilaksanasca. tatra akaradirvarpalaksanah,
Sankhadinimitto dhvanilaksanasea. {1 quote from the Ganganath Jha
Granthamala edition of the text, ed. Bhagiratha Prasada $ast:, Sampurnanand
Sanskrit Vishvavidyalaya, Varanasi, 1977, pp. 692-93). I have made a precis of
the text in the essay above, including only those points which were of interest
here without translating the whole text, which has other points of interest, too,
but which are not quite relevant here. Varrnas, in contrast to davani,
Pradastapida further seems to suggest, are produced through human effort :
tatra varralaksanasyotpattirGtmamanasoh samyogat smriyapeksad
varpoce@rneccha, tadanantarar prayamah ... (ibid, pp 693-94). Although the
examples given by Prafastapada illustrating dhvani imply a similar human
effort, he does not speak of such an effort in this case, and, patenily, the
coiicept of sarfiyoga-vibhizga indicates that sound may be produced by friction
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which are more contingent and conditioned sounds, through our
voice, we at the same time, and more necessarily, produce svaras,
too. Many languages, such as Vedic Sanskrit for example, indeed
use svaras in forming and distingnishing words. So if we at all want
to speak of an @sraya-asrayi-bh@va between svara and words,
svara seems to be a more reasonable choice as an @sraya.

‘There are other considerations in this context which we could
also reflect on. A word, forgetting its loose sense as a combination
of varnas, cannot really be called ‘word’ without a meaning. A
meaning, however, can have an entirely different string of sounds as
a$raya, or an asraya not in sound but in script. And, if we think of
meaningful words as necessarily tied up with other words and with
language as a whole, we would perhaps have to speak of a complex
relationship of paraspara-asraya, between language, meaning and
sound, the sense of @sraya being different for each of the different
relations. Svara may be said to be the @sraya of music in a sense
analogous to the relation between a (meaningful) word and
language: words depend on a language, within which they are
words; similarly svaras in order to be significant and expressive for
us and not mere sounds related in a certain natural way, assume
music. How, one might ask, can the relation between svara and
meaningless vocal sounds be characterised ? Is the relation the same

alone, without any human effort: these could only be sounds of the dhvani
category. Other, later, texts make the distinction clear. The author of the
Sabdarana, whose views are summarised in the Nyayakosa, differentiates
between sabda which is knowingly and wilfully produced (buddhihetukah) and
that which is not so produced (abuddhihetukah), and is ‘nataral’: such as the
sound made

" by clouds: sa ca Sabdo dvividhah buddhihetukah abuddhiherukasca. tarra

abuddhihetuko meghadisabdah. See NyGyakosa, compiled by Bhmacadrya
Jhalakikar, pub. the Bhandarkar Oriental Research Institute, Poona, 1978, under
“‘Sabda’. .

Intriguingly, though the distinction which Prasastapada makes between
varma and dhvani, is obviously made with language and music in mind, he does
not take up the phenomena of svara and its relation to dhvani for any
significant exposition, concentrating, rather, on the relation between varna and
words or language. Sabda or language was for him important as a category of
pramana — to which he denied a separate category, including it under

anymiana — but svara or music, clearly, did not interest him in its own right.
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as that between a meaningful word and the sounds used to ufter it ?
It does not seem to be so, unless one were to believe, like some do in
the west, that a written musical score is as much or even ‘purer’
music than that which is sung or played; but the notion of the
reducibility of music to writing strains our imagination beyond
belief, and cannot be equated with the use of script in language.
Music, which is made with svaras is necessarily friction-produced,
or uses ghata-nida, to employ the meaning-loaded ancient concept
in the sense we have seen above. The an@hata nada (sound
produced without friction), another meaningful ancient concept,
considered the transcendental ground of @hata-nzidy, is not open to
our senses and is not what music uses; though words, one could
think, may be called an@hata, meaningtully, since they need not be
heard. The relation of music to sound, indeed, specific sound, is
much more infimate than the relation of meaning to sound, as is also
clear from the fact that music is not translatable, ‘
The @hata sounds in the haman voice, have two given
relations: one with svarg and the other with words, through
varnas. This possibility of the same @hata-nzda to be related to
both svara and words, makes it possible for us to sing words,
something other musical instruments cannot do. Svara, we have
argued, is more essentially related to zhata-nada. Yet, since we
use language more naturally, and in a sense more essentially than
music, we tend to think of human sounds more basically as
words rather than svara and music. This rather uncritically
maintained idea, also seems the basis of Prof. Daya’s assertion
that music must have an asraya in words, whether meaningful o
not. Bharata, too, with a similar contention in mind speaks of
pada, ‘word’, in music as either with or without meaning.? But
as Bharata also makes us realise, the relation of music with the

# Natyasastra, 32, 28 (G.O.8 edition, vol, 4, p. 302) : yat syadaksarasam-
baddharh tat sarvam padasarijfiitam — ‘whatever is fmade up] through a
correlation of syllables is termed ‘pada’”’ Bharata says this in the context of
describing the sung ‘texts’ of gandharva, which included meaningless strings
of syllables, besides meaningfu! ones. He has, for his own peculiar purpose,
stretched the meaning of ‘pada’ beyond the limits acceptable to both ordinary
and sastric usage : for which pada was necessarily meaningful.
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two kind of padas, meaningful and meaningless, has an entirely
different intent, and cannot really be equated. When ‘words’ are
meaningless, we are making music, not words, because there are
really no words. What we call ‘words’, in such a context, namely
vowels and consonants, or, in other words, aksaras or varnas,
can, 1 think, be better described as parts of svaras, rather than
their @sraya. Like strokes on instruments they help manifest the
svara in a certain manner, becoming a samagri, an integral
ingredient, of its expressive quality, its intonation; and it is svara
as expression that constitutes music. The role of aksaras or

varnas is quite different in language. They are parts of speech,.

but they are not integral to meaning.

But when a song as meaningful words, we have a large and
complex spectram of possibilities. The relationship can be either
word-dominated or music-dominated. One could evoke Bharata
once again in this context. He describes two kinds of music, the
one, pure, called gandharva, the other theatrical or
programmatic, called géna, they lie for him at the two ends of
the possible relations between pada, that is, meaningful words,
and svara, music, with music dominating in gandharva and
words in g@na. Our own music today has examples of both the
svara and the pada-dominated forms, with other forms lying
more at the centre of the spectrum, and containing a more even
balance between pada and svara such as in the thumri or the
javali. From Bharata we can also form an idea of how words
usually get to be treated when music dominates: the syllables are
pulled, pushed, drawn out, broken, distorted, and treated in ways
that they would not be treated if conveying meaning was the
purpose. The production of music takes over and vocal sounds
become more like strokes on the instrument that is the voice, and
hence closer to meaningless ‘words’. In forms dominated by
meaningful words, we can, perhaps, relevantly speak of words as
the @sraya of music. The music ‘rests’ on the words, moulding
itself to them. But in music-dominated forms, such a concept of
@sraya seems meaningless, since words even when meaningful
tend to become vocables.
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This is what had clearly happened in sama. Sama is sung to
both meaningful and meaningless words, with most samas
having words that are meaningful. Bur the words are treated as if
they are not words but tools to make music with. They are
distorted and pushed around in various ways, the distortions are
obviously made with music and not meaning in mind.

The passage I had quoted above from the Jaiminiya
Upanisad Brahmana, speaks of the ‘Sarira’ being shaken off
from sama, this Sarira being the rk. It also suggests that this was
done without loss to s@ma, making it, on the contrary, ‘lighter’
— more subtle and pure, and hence, fit for being ‘uplifted’ to
heaven. But if the Sarira could be dispensed with, it cannot
really be taken to be synonymous with ‘a@sraya’, if @raya is to
be understood as the indispensable base for the music.

Sama, thus, was clearly music-dominated, though this is not
generally realised, because our thought is dominated by the
Mimarhsa view of rk as the ruling partner. But the rk as sung in
sama almost invariably uhderg'oéAs extensive distortions,
obviously made for the sake of music, with meaning plainly
becoming a casuality.?? These distortions are called sama-
vikgras, ‘the modification/mutilation a text undergoes in singing
sama’. The Samavedins have carefully studied this musical
phenomenon, which is, in fact, common, in a lesser or a greater
degree, depending on the musical intent, in singing any text. The
vik@ras have been analysed in detail and classified into, mainly,
six types. The exercise is uniqgue in the history of musicology,
important not only for s@ma, but for understanding of texts in

_ general as sung. Unfortunately, the idea of sama-vikara is little-

known outside sama circles, even to modern Indian music-critics
and musicologists, who are otherwisé quite preoccupied with the

® Thete are, of course, those who think of the rk mantra primarily as a
varndnukrami, a fixed string of syllables. For those who believe s, it is even
more difficult to demonstrate the dominance of rk in s@ma singing as has been
pointed out by Samavedins. Because, s@ma-vikgras, as we shall see, Inevitably
change the rk varnanukrami and hence what is sung can no longer be called a
‘rk’ mantra,




¥

k<

[

iy

296 / TRANSFORMATION AS CREATION

relation of text with music. (There is a short article in this
collection, *Words And Music’, which makes some use of the
notion of s@ma-vikara in a modern context). It may, therefore, be
useful to illustrate the phenomenon from the Samaveda. I will
quote the example that Satyavrata Samasrami has given in his
edition of the Samaveda, with Sayana’s Bhasya.

Before proceeding, let me point out that the notion of asraya
or its synonym, @dhzra, was also used by the Samavedins. The
sung rk was thought of in two ways: either as the yoni, the
‘source’, of the sama, or as its @fraya, or sometimes as its miila,
‘root’, meaning the same as ‘source’. The two notions, of yoni
and @sraya, are obviously not the same. The notion of yoni,
clearly, does not irnply the idea of a base as does that of @sraya.
But the Samavedins do not seem to have made any real
distinction between the two notions, taking them both in the
same sense as ‘@sraya’ or ‘base’. This concept, we shall see,
leads them into strange, almost absurd, directions, when the sung
text was not rk but a meaningless string of varnas to which
samas were also sung.

The rk @sraya, or yoni, of the sama to be illustrated for
vikaras is as follows:

agna ayahi vitaye grmano havyadataye/
‘Agni, come for the libation, sung by us, carry the offering’.
nihota satsi barhisi. -
“You are the priest, sit on the grass-mat’. 30

{ have given a rough literal translation, following the word-
order of the original, so that the vikéras to be illustrated may be
more clearly seen).

This rk, the first in the chanda-arcika, the primary or basic
collection of rks for samas, can be sung to three different sama
compositions, revealed to two different rsis, to Gotama, who
sang two of them, and to KaSyapa. In the first version, which is

% ANl our reference to the Samaveda Samhita are to the Bibliotheca Indica,
Calcutia, 1871-1878 edition, editor, Satyavrata SZmaSrami Bhattacarya;
reprinted by Munshiram Mancharlal Publishers Pvt. Ltd., New Delhi, 1983. For
the present passage see Vol. I, p. 94.
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by Gotama, the sama has the following ‘text’ (the oblique marks
in the “text’ to follow indicate punctuations in the music, not the
meaning. I omit the musical notations which accompany the
sama. Though a necessary part of the song, indicating how it
should be sung, they are not really needed here to understand the
notion of vikiras, and will only clutter the text):
ognayi / ayahi / viyitoyayi / toyayi / grnanoha / vyadato yayi /
toyayi / nayiho tasa / tsayi / va au hova / hisi /*
One can plainly see that the rk now is unrecognisable. The
vikaras have transformed it, so much so that the meaning can no
longer be grasped without reference to the original. Satyavrata
Samasrami identifies and names the various vikaras the rk is
considered to have undergone. The words, agni, vitaye, @ yahi,
have undergone the vik@ra termed vikrti, that is, ‘distortion’ or
‘modification’ of individual words (the general term vikrti, a
synonym of vikara, being used here in a particular sense). The
word vitaye has undergone other vikaras besides vikrti. One is
vislesa, or separation, in that a part of it, an already vikrra part,
toyayi, has been detached from it. The word has also been
‘pulled’, that is, subjected to vikarsana: dragged out into a yayi
at its end. We further see an abhyasa or a ‘repetition’ of a part of
the already distorted word: in /viyitoyayi / toyayi /. There is also
a virdma to be seen in this s@ma: virama being a pause which
goes against the meaning. In this instance, it breaks the words,
grnano havyadataye into two meaningless segments: grnanoha /
vyaddto yayi/, the virama here coming at ‘ha’, instead of ‘no’
where it should. We also see a lopa, or an ‘omission’: of the
syllable ‘7' (the repha) in the sd@ma form of the last word in the
rk, namely, barhisi >

Another important thing that has happened is the addition of
extra syllables, which are not in the k. Such an addition is a

% Tbid. The vikrte sama form given here is recorded just below the rk, in the
book we quote from. ' .

2 See Sayana’s avataraniké or introduction to the Samthita, vol. 1, p. 12.
Note, especially, Satyavarata SFmaérami Bhattacarya’s footnote (on the same
page), where he illustrates the vikaras. Qur example and exposition follows him.




LUBLULUBLHLUOBOOULHLOULOLOULULOBLY

298 |/ TRANSFORMATION AS CREATION

marked characteristic of a great deal of singing, whether Vedic
or not. The added syllables in the above s@ma are, / va au hova /
- Such added syllables were known as stobha. The phenomenon
of stobha is important for understanding the notion of anrca and
the asarira samas. A stobha has been defined simply as: ‘extra
syllables not in the rk’ (adhikatve sati rgvilaksanavarnah
stobhah), but the notion is more complex than the simple, though
suggestive, definition implies. We have seen that extra syllables
have already been added through other vikaras. These, however,
are considered as transformations, not additions. Stobhas are
syllables not traceable to the rk through any vikara. The concept
of the stobha, as we shall see, reveals that in a deep sense, for
sama-singing, the only text that was really a meaningful text was
a rk. The vikaras, mapped above, have shown that sama treated
the words of the rk more as vocables than as units of meaning.
The illustration given here is not exceptional; indeed, the rk in
most sa@mas is equally unrecognisable, often to an even greater
degree. Modern khyal-singers, who obviously care more for
music than for meaning, get chastised for a much lesser degree
of vikara-formation. Stobhas, we just saw, have been defined
simply as ‘syllables not in the rk’. This simple definition veils
the fact that sama could be independent of the rk, not only
through the introduction of meaningless texts but also of
‘meaningful ones, for syllables not in the rk need not be
meaningless.® The truth is that there were s@mas sung only to
stobhas, both meaningless and meaningful.

. And this, appropriately, brings me to the point that Professor
Daya Krishna has made about anrca sama. He is right, T must
confess, in suggesting that ‘anrca’ need not mean a meaningless
sd@ma. Non-rk, but meaningful words are found as the texts of
quite a few stobha samas. Professor Daya’s infention was, no

* For quite another kind of musical vikziras, where meaning is paid more
crucial attention to see The Hindi Padavali Of Namadev by Winand. M.
Callewaert and Mukund Lath, Motilal Banarasidass Publishers Pvt. Ltd. Delhi,
1989, pp.63-82 These we have called geya-vikaras to distinguish them from
sama-vikaras.
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doubt, to make a logical or analytical point: ‘anrca’ can only mean
‘having no rk; it cannot mean ‘having no meaningful text’. But
what he says is actually true, as I discovered on looking
up the Samaveda, where there are a significant number of
samas which are sung to a meaningful yet anrca texts. These,
in the present edition of the Samaveda Samhita, are termed
stobha s@mas.

" Samavedins tell us that s@ma is sung either to rk or to
stobha, and, indeed, most often to both, as we have seen in the
illustration above. Samas sung to stobha alone, the stobha-
samas, intriguingly, include both meaningless and meaningful
texts. Let me give examples. The @ranya ganas, though placed in
a ‘parisista’ of the chanda-arcika of the Samaveda Samhita, are
yet an integral part of the Sarmhita. They include a number of
songs sung to stobha alone. Among these we have examples of
both meaningful and meaningless texts. Strikingly, the famous
Vedic lines beginning with, ‘aganma jyotih amrta abhiima —
‘we shall find the light and become immortal’, are sung as s@ma.
The sama is described as a stobha sama and is an aranya-gana.

_ Its text as a mila, that is what would otherwise be called its yoni-

form, if it were a rk, is recorded in a curious manner, plainiy
different from the earlier example from the Rgveda; it is given as
follows, and it is termed a mitla or yoni:

u / aganma / jyotih / amytah / a / mriah / abhiima / antariksari /
prihivyah / adhi / a / @ruhama / avidama / devan / sam / u /
devaih / aganmahi /* 7

[*We shall find the light and become immortal. From the earth’
we shall ascend fo the skies, and from the skies to the heavens,
and we shall know the gods, and walk with them.’]

We have a clear example here of an anrca sama, which has a
meaningful text. We could, perhaps, see a useful distinction in
such instances between the ancient terms anrca and asarira: for
this sama, though anrca, need not also be described as asarira if

* See vol. II, pp. 465-466. There are some musical symbols written above"
many letters, these I have again omitted since the point I am making does not
need their presence.
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Sarira be taken as a meaningful text. We cannot say, however,
whether the ancient s@ma-singers had also thought of such a

distinction between anrca and asarira. If they did, asarira, for

them, could have meant any rk-less sama, whether sung to a
meaningful or to a meaningless text. This seems reasonably
imaginable, and it can, I think, be argued that what are now
recorded as stobha samas, began in the earliest singing tradition
as afarira samas, even though, as far as I know, such a
conmection has not actually been thought of. _

To come now to the text of this stobha sama, we notice that
every word is segregated from the other; no minning text is given in
this instance, as it is when recording a rk as a yoni: we have seen
this in the first example 1 gave of the sama, ‘agna ayahi vitaye’.
The text of the present song, as we can see from the manner in
which it is written above — every word being segregated from
the others with an oblique sign of separation — is not recorded
as a continuous meaningful text containing words conjoined into
phrases or sentences, but rather as a series of independent,
disconnected string of syllables, or in other words, stobhas not
really meant to be ‘words’. This impression is strengthened if we
take a look at the complete list of stobhas to be found at the end
of the chanda-@rcika as another parisista:* this includes the
meaningful words of this sama, each recorded separately, along
with words which in principle are considered meaningless, like
the / va au hova /, of the earlier rk-sama. We also notice
elements in this sfobha sama which are not be found when a rk is
recorded as yoni or, in other words, as a meaningful text without
the vikaras. We have in the present case the additions of the
meaningless ‘u’ and the ‘a’ sounds as part of the mila text itself.
We also have a repetition or abhyasa, which is otherwise a
vikara, included as part of the text. It is an abhyd@isa which,
perversely, seems to turn the meaning around in a self-contradiction:
/amytah/ a/mrtah/, tuming ‘a’ into a stobha, and separating it, and
thus associating amrfih with its contradiction, mrtah.

% See Samaveda Sarmhita, Vol. IL, pp.519 to 542.
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What is even more intriguing is that the above series of

stobhas was not considered the form for actual singing but only a
kind of basic text; it was subjected to further vikaras in actual
singing. As sung this s@ma had the following form (I again omit
the svara-notations, except for those which appear to be recorded
as part of the text): ' ' '
Auhovaauhovdauhova / aganmajyotih / 2 / aganmajyotih /
amrtaabhima/2/amrtaabhiima/tariksamprthivy@adhyaruhama/2/
tariksamprthivyaa-dhyaruhama / divamantariksadadhyaruhama /3/
avidamadevan/3 samudevairaganmahi/3/auhovéauhovaauhova/
suvarjyoti ¢ - ‘
We again notice interesting changes which can only be called
vikaras. There is, for one, the addition of both meaningful and
meaningless syllables: ‘au, ho, v@’ as well as ‘suvarjyott’. This
amounts, in the Samavedins’ own terms, to adding srobha to
stobha since what we have is already a stobha sama. Even more
interestingly, we have passages with only svaras, 72/, /7 3 /,
which I have not omitted, because they stand like stobhas as
integral part of the the sung text, and not as notations added
separately, as is done elsewhere in recording sama, particularly
those with a rk yoni. One wonders what vocable or vocables
these svaras were sung to, for these svaras must have used some
vocal syllables in order to be intoned. One also wonders whether
such lone-standing svara signs are to be classed as stobha. If not,
how are they to be categorised 7%

* The same textual reference as in fn. 34. .

¥ In recording the text of a s@ma as sung, a text whether composed of 7% or of
stobhas, the method usually employed in the available Samaveda Sarithitas is to
indicate the svaras above the varmas : 2'ganma?jye'=tik?, the numbers pointing at svaras
and ‘ra’ indicating a prolongation by a mawa of a syllable (see, Kauthuma-Sakhayah
uhaginam, whyaganam, refetred to in detail below, introduction, pp- 27-29 and

 35-36). A svara is not separately given as in this and similar cases.

Prof. Daya Krishna recently pointed out to me an article by Prof. Wayne
Howard where he describes a kind of s@ma, sung by the Nambudiri Yyajfikas,
calted anirukta sama : See “The Music Of The Nambudiri Unexpressed Chant
(Aniruktagana)’ by Wayne Howard in Agni * The Vedic Ritual Of The Fire Aliar,
ed. Frits Staal, pub Motilal Banarasidass, New Delhi, 1984 (Indian Edition), vol
I, pp. 311-342. But the ‘anirukza’, translated not too happily as, ‘anexpressed’,

.
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Strange as the above conception of stobha added to stobha
may appear, the additions, however, do come across as

by Howard, points really at no more than a special kind of stobha singing. Also it
does not, as I had hoped, afford a clue to the meaning and use of lone-standing
svaras within a text. We also find that the ancient term used to describe what is
today known as ‘znirukiz’ among the Nambudiris, was, indeed, ‘stobha’.

What occurs in anirukta, as it is described by Howard, is that the meaningless
syllables o va or a series of bhakaras are substituted for rk varnas. When a
bhakara, that is, the syllable ‘bha’ is substitued for a rk varna, this is done in such
a way that the mztra, that is, the vowel value of the bhakara comresponds with the
manz of the original. Writing about two decades before Howard, Pandit A M.

Ramanath Dikshit in his introduction (in Sanskrit) to Kauthumasokhayah

#haganam, Ghyaganam, Kashi Hindu Vishvavidyalaya, Varanasi, 1967, had
described the practice in some detail, referring in this context to a
brakmanagrantha, which he does not, however, name {(see his introduction, p.45).
The example Ramanath Dikshit gives, makes the phenomenon clear enough.To
take his example, for the rk phrase, ‘adugdha iva dhenavah iSanamasya jagatah’,

- the following scries of bhakiiras are substitved : bha-bhu-bha bhi-bha bhe-bha-

bha bhi-bhai-bha-bha bha-bha-bha, the bhakdiras thus retain the mara-struciure
of the criginal. Though Dikshit has not named any specific Brahmana work here,
I found a description of the phenomenon in one of them, the Sarihitopanisad
Brahmana, pub. Kendriya Sanskrit Vidyapeetha, (Tirupati series nos. 2-4),
Tirupati, 1983, ed. Bellikoth Ramachandra Sharma, with the commentaries of
Sayana and Dvijaraja Bhatta. This interesting Brzhmana, which seems a
relatively later text, classes the phenomenon as stobha. It is written in sitras.
Siitras, 18 and 19 of the second khanda read : rathantare nvaksararit bhakaran
(18), and svaravanti vyafjanani yathaksararh darsayet (19— “in the ratahantara
sa@ma, bhalkdras [are substituted] for every syllable’ (18), and ‘the [bhakaras]
should ftake the place of] the consonants [in the original] and should have the
[same] vowels’(19). T have followed the commentator, Dvijardja, in making my
translations, ( Sayana’s commentary does not exist for this part of the text), but
the Brahmana, as one can see, is unambiguous enough. The next three siitras
(nos.20-22) promise and argue for a special merit accruing to both the singers of
such bhakfra rathantara s@mas as well as to their yajamanas. In sintra 23, the
word ‘stobha’ is plainly used in a manner which suggests that these very
bhakaras are being named : rathantarasya stobha svaravaniah prayokiavyah —
‘the stobhas of the rathantara s@ma should be rendered [in singing] with the
[right] svaras’. The context clearly implies that stobhas referred to are the
bhakaras, and this is how the commentator, Dvijargja, understands the text,
commenting: rathantardsya bhakaralaksana stobha svaravantak prayoktavyah.
There are some notable differences between the modern Nambudiri singing
of anirukta smas and what is described by Dikshit and the ancient Brahmanca
: the latter do not speak of a modification in musical structure, and the
alternative substitution of ¢ v&, for example, but, essentially, the phenomenon
can be reasonably classed as. ‘stobha’, and the Brahmana, indeed, does so.
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additions, because the original stobha s@ma contains meaningful
units of syllables. But here now is a really queer example. Look
at the following stobha s@ma in its what is termed the yoni-form:
hu//2/1//5
This stobha-sama when sung, was given the form:
hau/3/a/ 3/ hui / ivahau / 2 / iyahau / va / itida // 3
The original contains four segments: a meaningless syllable and
three svaras; in what sense it is the yoni or asraya of what is
actually to be sung is difficult to imagine. In any case, if only a
rk can be the textual @sraya — as the Samavedins say — of a
sama, the notion of vikira in singing seems meaningful only
with rk. The rk, moreover, has a fixed textual form independent
of the s@ma, which is plainly recognisable as such. But in the
other cases, especially the last one, the very conception of an
‘original’, a yoni, that is, an asraya, is puzzling in the extreme.
The ‘original’ here seems to be a pure abstraction made from
what was actually sung. Why was it felt necessary to take this
step, we do not know. The relation between the s@ma and its
‘abstract’ yoni seems transparent in some forms: We can accept
‘hu’ as the yoni, in some sense, of *hau ", ‘huu’ and ‘iydhau’: we
can even think of ‘va’ and ‘itida’ as stobhas, further added to the
‘original’. But no stretch of imagination can lead us to think of
the svaras, 121,111,/ 5/, as yonis of the svaras, /31,73 f and
/ 2/, occurring in the sung text. Perhaps, one might argue that it
was thought necessary that every sama should have a yoni or
‘@sSraya analogous to the rk. But if this was so, it certainly led to
queer results, revealing the oddity of thirking in terms of an
asraya in cases where the sung ‘words’ were meaningiess.

We have quoted, as I said, the above samas from the
monumental work of Satyavrata Samasrami Bhattacarya, the
famous Samavedin who edited the Samaveda Sarmhita with
Sayaga’s commentary more than a century ago. He records the
above sdma with an editorial comment: “asya malar na rk api tu

B Samaveda Samhita, vol 11 :4 7t o ficam
d A » P- 487 (gr@me aranyagiine pafic -
rapthaka). AL P g nyag pahcama
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stobhah — the base (@sraya, yoni) of this {sama] is not rk but
stobha.”

We find that the Samaveda Samhita, its bh@syas and its
modem edition, do not use words such as anrca or asarirg for
the rk-less samas. The concepts of anrca and asarira were
developed in the early esoteric circles of ancient sama-singers
whe were inspired by a purely musical vision and felt the words
to which they usually sang their sama as a burden. This seems to
have been for them a revolutionary move, since as priests and
ritualists they must have felt rk to be inseparable from sama. It
was their deeper, @adhyatmika or spiritual quest which freed the
revealed svara from the revealed word. Their literature, thus,
shows an ambivalent attitude towards rk; a rejection of rk is
bracketed with a respect for rk even as they extol sa@ma for itself,
and glory in the independence of sama. In the Upanisad
Brahmana story, after the gods are said to have shaken off the rk
from the s@ma, Prajapati, the Creator Himself, collects them as
they lie scattered in the firmament and offers them His devotion
(tanya divah prakirnz@inyaseran. athemani prajapatirrkpadani
saficityabhyarcat: Jaiminiya Upanisad Brahmana, 1, 4, 1, 6).
The rk is identified with §ri, ‘wealth’, ‘prosperity’, ‘well-being’,
which the gods lose since they had shaken it off, and the asuras
gathered it. In order to win back the lost $7i, the gods restore rk
to sa@ma, singing the sama to the rk (Ibid. 1, 4, 2, 1-5).
Apparently, for the ancient sama singer, the s@mas in which he
could realise the luminosity of music in itself was a mystic area,
inviting exploration, and yet, somewhat forbidden.

However, the impulse to svara was basic in sama. The
association of rk with s@ma, even in rk-samas was, as we have
seen, such that meaning was distorted in multiple ways for the
sake of music; this seems to have invited the singer to give up
meaning altogether. He also, in a step he seems to have felt as
equally radical, gave up rk, choosing new words for his s@mas.
The use of stobha in the existing literature for both these moves

reflects, I think, the fact that for the ancient sama-singer the -

tyranny of meaning, the tie to an @sraya in words outside music,
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was associated primarily with rk, and once he felt free of rk, he
could give up meaning altogether, as a step in the same direction.
The surviving use of the term stobha for both an anrce and a
meaningless s@ma seems to echo this ancient feeling. Associated

- with this move to make music free of its 7k — body — Sarira —

was a move towards a profound internalisation of music as
something spiritual, as truly ‘asarira’, one might say. This was a
counterpart in music of the same internalisation of meaning
which was taking place in the realm of ritual as a whole,
translating it from the physical to the inner symbolic world, as
we see in the Aranyakas leading to the Upanisads. No wonder,
then, that the stobha samas we have, have been preserved as
forest-songs, aranya-geya-ganas. It is not unlikely that the
surviving stobha sdmas are only a portion of a much larger
corpus. For the samas that survive are geared mostly to ritual,
the inward turn having become peripheral: the stobha-songs are
recorded as parisista, an ‘appendix’ to the chanda-arcika
consisting of rks.

We do not know how long the tradition of s@ma as up@sana
— worship — and as spiritual s@dhana continued. But unlike the
sadhana inspired by the other Vedas, throngh their Aranyakas
and Upanisads, and proliferating into and becoming part of the
many pathways that spirituality took in India, the sama-inspired,
music-oriented s@dhané does not seem to have remained fertile
for long. Tts spiritual motivation seems to have passed into the
new music of gandharva, sung to jatis, progenitors of the ragas.
Like the sama, of which we have spoken, the gandharva was
imbued with a spiritual purpose, and was similarly dominated by
music rather than words.® Gandharva does not survive today.
Sama does. But it seems to have lost not only its independent
spiritual intent but also its musical impulse. There seems to be no

- real regard for musicianship, no svara-s@dhana, in the traditions

of sma-singers. Sama, for which The Brhadaranyaka Upanisad

¥ Readers interested in more details concerning gandharva may see tny A
Study Of Dattilam : The Sacred Music Of Ancient Indza, pub. Impex India, New
Delhi, 1978.




306 / TRANSFORMATION AS CREATION

says: fasya vai svara eva svam* — ‘its self is the svara’, has,
sadly, lost its svara. The bhakti movement brought back the
spiritual motive in music, considering kirtana as part of sadhana,
but music in bhakti is dominated by the word and not svara.

“ The whole passage is worth quoting : rasya ha etasya samno yah svarn
veda bhavati hasya svam tasya vai svara eva svam tasmadartvifyarn
karisyanvaci svaramiccheta taya@ v@c@ svarasampannayarivijyam
kuryatiasmadyajfie svaravantam didrksanta eva’ atho yasya svam bhavati
bhavati hdsya svarh ya evametatsamnah svan veda // 25 // tasya ha etasva

sdmno yah suvarnam veda bhavati h@sya suvarnam tasya vai svara eva .

suvarnarm bhavati hiisya suvarnari ya evametatsamnal suvarnar veda 261]:
Brhadaranyaka Upanisad, 1,3, 25-26. Even the rivika, concerned with rk in the
rituals, is advised to imbibe svara, which is described as the province of sama.
The. suvarpa of sama — its ‘gold’, but also its ‘right’ or ‘proper’ syllables —
are also, significantly, said to be svaras.

ii. The Pauruseya L.ogos, Immanent
in Human Seeking

The sama is considered in the Indian tradition to be the
progenitor of all later music, as the ancient musicological texts
repeatedly tell us. From the sé@ma, they say, was bom the jati, the
generic name for the svara forms of g@ndharva, and from the
Jjati, was born the raga: thus goes the received genealogy

. recorded in the sangita-§@stra. Noteworthy, however, is the fact

that the jati music, which still continues in spirit through the
raga, was quite different from its parent, s@ma, both in form and
spirit, though it traces its origin to sama. It had a uniqueness, a
logos, of its own, for although like sama, it was considered
revealed, and thus “fixed’, it yet had space, in principle, for free
improvisation.

I have been trying in the last section of these ‘Reflections’,
in speaking of Pythagoras, Confucius and the ancient singers of
sama, to formulate an idea which, I think, may be described as
the different logoi of music perceived in three great ancient
cultures. There is, it also seems to me, a vision they share in
common: the logos they intit, is a transcendental logos, looking
beyond music for an Absolute with music as its centre. The
logos, so to say, ventures out of music into things without it.
Pythagoras seeks the unchanging principle for understanding the
essence of nature, and Confucius strives after the essential music
for harmonious order in man, society and polity. The s@ma-
singers sought the Transcendental for itself, as an inner
realisation, for which the sama provided a path of sa@dhana and
up@sang. But in the conception of riga and in its history we
seem to perceive a logos very different in intent, a logos that can
be felt within music itself, as it develops and unfolds. I will try to
envision it before you, in brief, in the light of Indian musicology
and its evolution. Interestingly, the musicology of the riga
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shows an awareness of this, and articulates it self-consciously.
The logos of the rdga is, indeed, itself a logos of evolution and
continuing potentiality; it is Aistorical in its very essence, with a

dialectic of growth that can perhaps be seen to have a parallel in -

the process of culture itself. For, like culture, it begins with the
constraints of a ‘naturally given’, which it then continuously
trarisforms through its own creative workings, producing a

cultural ‘given’ at every stage of its progress, its logos being one

of process, so to say.

Music, it is almost axiomatically believed, is made with a
‘naturally given’ set of tones; even though what is perceived as
self-evidently ‘given’, differs in different cultures. In China, as
we saw, the ‘given’ was a set of five svaras. The name in ancient
Indian musicology for the set of seven svaras considered given,
was ‘svara-mandala’. The term svara-mandala belongs to the
musicology of gandharva and its svara-forms with the generic
pame, jati, and not to s@ma; yet the set of svaras in the ancient
svara-mandala, was more or less common to both, with the
important difference that the jari svare-mandala admitted two
extra svaras, augmented positions of the third and the seventh
{ga and ni), though considering them only as kind of semi-
svaras. The texts of ancient musicology, which are concerned
with the jatis, and which still have strong echoes in our own
thinking about music, recognised twenty-two tonal distances in
an octave, which they thought the ear could distinguish. These
were called the srutis, or the ‘andibles’. The seven svaras of the
svara-mandala were fixed at tonal distances made up of two,
three or four of-these ‘audible’ micro-tones. The srutis in
themselves were non-svaras; so were other possible groupings of
Srutis, not contained in the ‘given’ svara-mandala. Sama
thinkers do not seem to have had the concept of the sruti, but the
idea of the intrinsic givenness of the seven svaras was common
to sama, and gandharva and its jatis. .

The ‘givenness’ of a svara has two different dimensions,
which can be seen as distinct: there is, on the one hand, a natural
harmonic relation existing between pitches; Pythagoras, in fact,
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tried to spell out and draw upon this givenness in mathematical
terms. But, on the other hand, there is the felt givenness of
certain tonal distances as musical, and hence constituting svara:
defined, indeed, as ‘that which pleases’, svato rafijayati. The
relation between these two elements of the ‘given’ are complex,
and can be problematic, as we shall further see in the light of
Indian musicological thought. Actual music-making reveals an
interesting tension between the svara as given in nature and
given in consciousness. This tension dynamically comes across
to us at the articulate level of thought in Indian musicology,
especially in the thought concerning the raga-form, becoming
more acutely articulate as we reach our own times.
Articulating the concept of fixed svara-points in the

" gandharva svara-mandala, Dattila stipulates that svaras are
fixed at given distances within a scheme of measurement: they

are, as he puts it, vyavasthita-antara, spaced-out in an ordered
arrangement measured in terms of srutis, and form the svarg-
mandala, so that he who knows the measure of their spacing
knows the svara-mandala.! Dattila, and other ancient Indian
theorists, measured the said distances, as we have said, through
Srutis; but unlike Pythogoras, who noted with profound insight
that the relations between svaras in a svara-mandala can be
expressed in terms of simple arithmetic ratios, the Sruti-measure
had no mathematical basis, and was ultimately perceived through
the ear. This made the snai, in the final analysis, not only a loose
measure, but essentially dependent on a felr musical perception,
even though it was considered as fixed and: ‘given’, and existing
on its own, out there. The importance of rusical perception in
fixing the place of svaras, perhaps helped in the later loosening
of the idea of the fixity .of svaras, a loosening, as we shall see,
which developed as a distinctive feature of the history of the
raga. It is perhaps because of Pythagoras and his mathematical

~motion of svara that the idea of its predetermined givenness

remamed relatively more intrinsic to western musical culfure than to

! A Study Of Dattilam, by Mukund Lath, op.cit., verses, 12-15, p. 318.
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the tradition of ridga-making. Pythagoras’ ‘musicologicaiz \.fisio’n
sought a nitya and apauruseya logos, an unc'hangmg given’.
The logos of the raga is, on the contrary, essennglly_ and strongl.y
pauruseya or ‘human’ in intent, creatively seekm‘g 1t.s own -bzfsm,
and an ever-new ‘givenness’, which it keeps mod}fymg; striving
for a meaningful ground rather than assumimg it as ﬁx.ed and
‘given’ once and for all. In this, it is also obviously very_dlffere.nt
from what Confucius or the ancient Simavedins. sought in music.
It is the logos of a purusartha, a human se:ekmg, which 10(?ks
beyond what is, namely, the given, even as it keeps formulating
and reformulating it in an on-going process. .
The seed of the pauruseya logos inherent in the raga, lies, I
would like to suggest, in two distinct but related .gropnds or
principles: the first could be :cermed the. pnnc_lplle of
improvisation, and the second — quite contrary, 1nterestmg y, to
the Confucian ideal of what music ought to be — the motive or
principle of pleasure: ordinary human_ pleasu.re, .and .not that of a
sthita-prajfia sage. The principle of improvisation is ‘a]J:eady to
be found in the svara-forms of gandharva, namely jati. We lfave
in gandharva, a concept of svara, not only as a set of given
relations of sruti-distances, but also as a web of creat_ed relations
called vadi, sarvadi, anuvadi and vivadi. These relations are not
given in nature, though they have a basis in na}tural harfnony.
They, fundamentally, consist of relations whxch‘ we give to
svaras, a relation of hierarchy, making one dommant‘, others
subservient or dissonant. They also form the foun.datlons for
rules with which to construct structures, rules which assume
improvisation. The svaras, as Pythogoras showed us, may t?e
given to us in ‘nature’ — or what amounts to. the same basic
intention — in mathematically measurabie rauo§, yet, cle.arly,
the use of svaras, consciously combining them nllto music, as
Confucius stressed, is not a given thing. Music, 11ke- language,
uses, in its own distinct way, a set of given sounds, in order to
‘create patterns of meaning. Sounds are given to' la'nguage as well
* as music as hata- néida, to create their own distinct patterns of
significance, though, admittedly, the relation of language and
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music fo n@da, as we have noted earlier, are very different.
Music, as we had also noted, seems more fundamentally attached
to svara as nada, and, for this reason, to be much more obviously
rooted in nature and the ‘given’, than language. This makes the
history of raga a revealing pursuit, for it displays svara to be as
much a creative function of the culture of music, and what might be
called its ‘thought’ or its logos, as of the ‘given’ in nature.

Dattila, who wrote his treatise, the Datztilam, in order to
describe the sacred s@ma-born form called the gandharva, can be
taken as a good starting-point for a greater familiarity with the
notions of vadi, sahvadi, anuvadi and vivadi, and thus initiating
the history we have in mind. Dattila will also, interestingly, take
us back close enough in time to Pythagoras, since Dattila was a
musicologist who perhaps lived not much after Pythogoras; and
even though we may not be able to place him quite as early as
the Greek musicologist, it is evident that Dattila had received
many of his ideas as an heritage from an older tradition of
theory-making, which does seem to £0 as far back as Pythagoras.

- Knowledge of music, Dattila sugge_:éfs, involves two distinct
kinds of jfiana — ‘cognition’, ‘knowledge’, ‘understanding’. A
man who knows the svara-mandala, as we have already quoted
him to say, is the man who knows the fixed and given relation
between pitches that make the gamut of svaras forming the
svara-mandala. To give his very words: dhvanivisesanyah
sarvan sadjadisamjiiitan / vyavasthitantarin vetti sq vetti
svaramandalam. (Dattilam, 15 ). But this is not enough to be a
svara-yoga-vit, ‘2 man who knows the use of svaras’ — ‘and the
ways of combining thern’, one might add, since the word yoga
here can suggest both pra-yoga as well as sarii-yoga — knowing
the svara-positions in the sva}-a-rria{zdala alone will not make
one a musician. Or, in other words, the 'svara-magz.a’ala and its
‘given’ relations are not enough for music. There is another set
of relations, equally foundational, which allows us to make
musie, providing, as it does, space for the use of svaras. The man
who knows the use of svaras, says Dattila, should know that there
is a certain relation of dependence between svaras, which serves as
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the ground for their usage? Although this relation prestupposes

the ‘given’ svara-mandala relations, yet it is independent of -
them, and is imparted by us upon the natural foundation, in order

to create the possibility of making music. This is why Dattila

distinguishes this created relation of dependence as concerning

the usage of svara — svara-yoga — and speaks of it after he

speaks of the svara-mandala. The usage that Dattila had in mind

was the singing and playing of jatis, the g@ndharva svara-forms,

progenitors, as we have noted, of our rdga, and was continued in

the ragas.

The svara used most profusely ( in a jati ), Dattila says, is its
véidi. The vadi, we should add here, was also the tonic, the amsa,
which was roughly, though not exactly, equivalent to what we
today call the sz in Hindustani music, or the adhara-srusi in
Karnatak. However, it was not, unlike present practice, the
foundational pitch, the basis on which all other svaras stand and
acquire their individual place and character. Yet, like our own
vadi, it was the svara to be most profusely used in order to
establish the characteristic form of a jati. Svaras related to the
vadi, through a ceriain given Sruti- distance in the svara-
mandala, were known as samvadis. Samvadis were -svaras
related through the *given’ harmonious relation of the fourth and
the fifth. (Our own practice, one might notice here, no longer
quite insists on the samvadi being in samvada or harmonic
relation to the vadi, even in those ragas, such as Marva, where
the vadi-samvadi relation can still be said to be a ruling factor in
forming a r@ga). Other svaras of the svara-mandala were
anuvadis, svaras that conld be used without conflict with the
vad and samvidi. Svaras, which created a conflict, a dissonance,
were vivadis, which, in gandharva, were marked by a given
pitch-relation with the chosen vadi (Dattilam, 18-19). The vivadi
in gandharva was a svara believed capable of ‘destroying’ a jati.
Yet the svara. was not altogether avoided, and was used, though
sparingly and only in the passing, in order to create a much

2 ibid. verse, 19.
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needed sense of tension in a melody, which can pall if it is too
smooth. Later, in jari-born ragas, the use of vivadi became more
profuse; what was earlier understood as destroying a structure,
became the source of a great dynamic tension and a pleasingly
oblique charm.?

It can be argued that the vadi-sarvadi-anuvadi-vivadi set of
relations, contrary to our contention, can be understood as purely

“analytical categories which may be used for understanding any

*There is more discussion on this later in the essay. In a sense, the whole
development of later music, the rage-music, can be said to be a loosening or
slackening of the concept of vivadi. In gandharva, vividi is defined in terms of
a fixed svara ‘ma{zgiala certain svaras of a given fruti-measure are vividi in
nature. In r@ga-music, and as we also understand the notion today, a vivadi is
defined not in terms of a svara-mandala, with a given scheme of svaras, but in
terms of ragas : a svara, which is rot considered or stipulated as part of the
structure of a rizga is a vivadi for that tdga. Unlike the ancient system, svaras
are not vivddis in themselves. A vivadi is a svara belonging to another raga.
But like the ancient vividi, it has its use. Sarngadeva wiiting in the 13th
century, uses the notion of kaku, which, in the context, may be translated as
‘oblique charm’, in spezking of the phenomencn we have in mind, though he
does not use the word ‘vivadi’ to describe it. In describing possible parts of a
raga, raga-avayavas or, what he also cails sthayas, he speaks of the use of
svara-kaku and anye-raga-kiku. A svara-kaku consisted of the scintillating use
of a Sruti from an alien svara, and anya-raga-kaku consisted of the use of the
semblfmce of an alien raga m rendering the rizga one had chosen. Anya-raga-
kc‘z]at,. it is true, need not imply the use an afien svara, but only the semblance of
an alien movement with the same svaras, as the commentator, Kaliinatha, does
understand this notion, but the notion does not forbid alien svaras. There is,
however, another concept in Simgadcva, similar to that of anya-raga-kaku,
whj.ch seems to make a more clear space for the use of alien svaras: this the
notion of ‘ragantarasyavayave rage’msak, or ‘incorporating a part of an alien
rdga in the raga being rendered’. This could be done in various ways, most of
these consisting in the use of more or less similar ragas; but the more daring
could also use the path which consisted in the use of a part of a riga which was
to_ta.lly dissimilar (atyantarh visadrsa) to the r@ga being rendered. Certainly,
this would imply the use of an alien svera.The notion of svara-kake, as we
have seen above, even more clearly implies the use of an alien svara. To quote
Samagadeva.
Srutinyianadhikatvena ya svar@ntarasamsraya / svarantarasya rage syat
szafakﬁkurasau matd / ..s@ tvanyaragakikurya rdge ragantar@sraya / ...
n_zgantiz_r@c‘wayavo rage'méah sa saptadhd / ... sadrsvasanyayoramio tyantam
visadrsarhsakal / Sanghtaranizkara, 3, 121-138.
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musical structure, whether r@ga-like or not, and hence
improvisation-oriented or not. But in the Indian tradition, it was
made the basis of creating a structure through improvisation. We
can se¢ this in the manner in which the vadi-sarvadi-anuvadi-
vivadi principle was elaborated: it was made the basis of rules
for the building of jatis.

Interestingly, these rules are called laksanas, that is,
‘descriptions’ or ‘defining characteristics’ of the jatis, and are
termed ‘jati-laksanas’. But they are ‘descriptions’ of the
procedure with which svaras ought to be related to each other in
order to build the patterns that form a jati. Or, in other words,
they are rules. The s@stras, such as that of Dattila, formally list
ten jati-laksanas, but a few others are informally spoken of and
assumed.*

The laksanas are simple enough. The first pair is, clearly, the
most crucial: these are the laksanas or rules of alpatva and
bahutva. Bahutva, was the rule of ‘profusion’, to be applied,
expectedly enough, to the svara taken as the vadi. Svalpatva was
the opposite; it was the rule of ‘enfeebling’ a svara or svaras. It
applied to svaras that were to be made especially weak. There
were, besides these quite general rules, others designed to
articulate a structure in more specific details. One such was the
laksana laying down initial svaras: these consisted of the svara
with which the structure as a whole was to be begun and other
svaras placed at the beginning of parts, greater or smaller, within
the structure (the svaras were known as, graha, nyasa, and
apanyasa). There was also the rule of dropping svaras, and
forming scales. of five or six svaras (audava, sd@dava). Another
rule was a rule of ‘limitation’: it prescribed the range in the
lower and higher octave within which a structure was to be
confined, (it was known as the rule of mandra and tara). There
were other, more special, rules of ‘associations’ (sangati)
between specific svaras, and of distinct movements (saficara,
antaram@rga), characterising individual jgtis. And, in addition,

* Dattilam, verses 55-56.
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there were certain general constraints, applying to jaris as a
whole which limited the possibilities opened up by the laksanas.
These were nisedhas, in contrast to the laksanas which can be
called vidhis, or rules that create the basis of generating
structures.’ (The reader might also like to see, in this context, the
essay entitled, ‘Tandu, the first theoretician of dance’, included
in this collection, where a similar, or even a more open vidhi for
the generation of the pure dance-form, fandava, is discussed.)

In later music, the jati-laksanas became raga-laksanas. The
carliest writer on raga, Matanga, engaged in defining r@ga rather
than jazi, in fact, equates the two. The raga-laksanas, he says,
are the same as the jati-laksanas.5 The principle of improvisation
which the jaris initiated was carried over into raga.

These jati and raga laksanas, one can see, are qualitative in
principle and are not capable of being measured and quantified.
We cannot say that in order to apply bahutva to a svara; or to
apply the rule of alpatva, or any of the other rules mentioned
above, a svara must be made to occur so many times and for
such durations. The relations obtained through the laksanas are
not only basically qualitative, they also have plural possibilities
of realisation. Jaris, and jati-born forms, the ragas, which are
described through these relations, cannot, therefore, be notated,
in principle. Notations can only serve a subsidiary purpose to
describe parts of a raga, or indicate possibilities of movement in
it. Even if one were to, conceivably, notate a jati or a raga, and
achieve a ‘complete’ rendering of it, it would remain only one

* Dattilam, verses 55 to 61. For details and an-exposition of the text, see 4
study of Dattilam, pages 268 to 278.

8 See the Brhaddesi of Matanga, Trivandrum Sanskrit Series, Trivandrum,
1928, vruti following verse 363, p- 103. What is it, Matanga (or the author of
the vrai, if the two are different, which appears likely ) asks, that distinguishes
a song in general from a r@ga . The reply is that when a song is charactarised
by the ten laksanas, it is called a rga: nanu gitariga (yoh ko} bhedah. ucyate.
dasalaksanalaksitar gitar ragasabdabhidheyam. The ten laksanas are given
by Matanga earlier in his work in describing the jaris, delineated as a prelude to
the rZgas, which are Matafiga’s express occupation. In describing the rgge
forms, he thus assumes the ten laksapas as known.
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possible rendering, and would not exhaust the raga itself. zf&nd
in a deeper sense the form thus achieved through notation,
would no longer be a jazi or a raga at all, but only a shadow of
it, like film-songs composed in a raga or like raga-based Tagore
songs, for example. These are, indeed, forms that can be reduced
to a notation. But singing or playing a jati or raga on the basis
of a notated score would not give us a jati or a raga, since this
would not create the relations between svaras that make the
form, but would assume them as given in an already created
structure. This is not the idea behind the laksanas. The
qualitative relations between svaras that make a jati or a raga
are to be imparted in actual living usage, that is, performance.
This makes the jati, and its progeny, the rdga, also very
different from the sama which could be and was notated.” The
musician in rendering a jd#i or a riga is not just a transmitter, to
use Confucius’s telling term. His function is not the re-rendering
of something already created, and, hence, ‘given’. Involved here
is the principle of improvisation which unlike transmission, has a
_natural tendency towards invention, to use another Confucian term.
Later theorists, also gave a political metaphor for the vadi-
samvadi relation of dependence between svaras. The metaphor is
similar to the one given by Confucius, where he speaks of the
musically correct hierarchy between the five ‘given’ svaras of
his tradition, identifying the ‘king’-svara, the ‘minister’-svara,
the ‘people’-svara, the ‘affairs’-svara and the svara representing
‘things’. In India, this metaphor has a somewhat different form,

T We have given an illustration of how this is generally domne in tl.le San'thiz_a
editions available today in an earlier footmote in the previous section of_thls
essay; see fr. no. 37. The earliest system of notating sama was a non-written
method using the pores of the fingers as marking different svaras. Later, as we
still find in the written $&ma Saihitd, more than one method for writing the
svaras along with the text was used. For a description, see, introduction to
Kauthumasakhayah Uhaganam, Uhyaganam, edited by Pandit AM. Ramnath
Dikshit, Varanasi; 1967, pp. 27 to 36. As far as I know, no one has really tned
to investigate the history of the writien s@ma notation, and unearth the 'earhest
examples. Intriguingly, the s@ma system of writing svaras is very different

- from that of the musicological texts devoted to jari or raga.
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and it seems to have readily caught on; it became very popular in
the musicology devoted to describing raga, because of its
aptness and also, it would seem, its picturesqueness. The first
musicological work in which the metaphor appears is the
Brhaddesi of Mataiga, which is also, as we said, the first work
devoted to describing raga. It is usually dated to the eighth
century, though it may be earlier. The metaphor itself might be
older than Matariga, but after Matanga it became a common-
place in musicological literature. The vadi, in the metaphor, was
compared to the king, the sarmvadi to his minister, the anuvadis
to his retinue of followers, and the vivadi to his enemy.? The
presence of the ‘enemy’ as an integral part of the picture is
interesting both musically and politically. Musically, the vivadi,
as we have pointed out, creates a much-needed tension.
Politically, the picture made sense because according to Indian
political thought, a state is only one among a plurality of states
which are, in various degrees, potential enemies, but which can
be turned into temporary friends. The notion of a vivadi, as
pictured in this metaphor, is therefore a relative one, the vivadi of
one raga can be the anuvadi or even the vadi of another, as we
still find in our musical practice. The idea of the vivadi, we
notice, is missing in Confucius, who seemed to have cared for
pure. and absolute harmony with no discordant note. Also, the
intent of the metaphor for Confucius and for raga-theorists was
radically different. For raga-theorists, it was a metaphor for open
pluralism. But Confucius’ transcendental vision had hardly any
room for real pluralism. His vision, though seeming to picture a
raga-like structure, as we had remarked earlier, pictures the raga
as one and unique,

% Sec vriti on verse, 63a : idanimavasarapraptam caturvidhyarh svaranar
darSayami. tadyathn — vadanad vadi svamivat. sarvadanat samvadi
amatyavat. anwadanadanuvadi parijanavat. vivadanad vivadi satruvar —
‘Having come to the subject of the four kinds of svaras, I shall show them. The
vadi is like the king, for it commands. The samvadi is like the minister, for it is
in accord [with the vadi]. The anuvadi is like a follower, for it echoes [the vadi
and the samvadil. The vivadi is like an enemy, for it is in discord [with the
vadi, sarhvadi and anuvadi].
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The reason for the difference between the ways in which the
raga-theorists and Confucius took the metaphor, seems to lie in
the fact that the musicology of the raga, which originated the
metaphor in India, thought of music as pleasure and not as the
means for attaining absolute harmony in life. Indeed, a major
characteristic by which raga as a form is defined and
distinguished by Matanga in his Brhaddesi, is its pleasure-giving
quality, ‘rafijand@jjayate ragah — raga is born of pleasure’,
another notion which became standard fare for subsequent
musicology in India, and is still found meaningful.

For Mataiiga, this pleasure motive or principle, as we have
called it, not only defines rd@ga, but also distinguishes r@gga from
the earlier jati, its parent.® The jati, though structorally conceived
on the same lines as raga, was not for pleasure; it was, like
sama, a sacred, revealed form.

‘We should remark here that Matanga, evidently, intended his
Confucius-like political metaphor for both jati and raga. For
him, the metaphor articnlated a structural principle they both
shared; the difference being one of degree, despite the distinct

® Brhaddest, verses 278-284. Matanga, having finished his exposition of the
Jatis, moves to distinguish the ragas from them. He makes an imaginary
interrogator ask the question : kimucyate ragasabdena kim va régasya
laksanam / vyutpattilaksanam tasya yathavadvaktumarhasi (verse, 278) —
“What is it that is said through the word ‘rage’, and how is riga to be
characterised ? Please expound the right manner in which the word should be
etymologically understeod {in this context]’. Matafiga, in reply promises to
speak of the raga-form, giving details which are not to be found in ancient
writers such as Bharata (or Dattila, for that matter, whom he, however, does not
actually name in this context) : ‘r@gamargasye yadriipart yannoktam
bharaadibhik / nirapyate tadasmabhih laksyalaksapasarmyutam.” His intention
also was to distinguish the ra@ga from the music which Bharata does describe in
detail, namely the jZti, and of which he, too, had been speaking hitherto. The
basic distinguishing mark that he speaks of in the raga is its quality to please.
He says : “The wise call that svare-form a ‘raga’ which pleases everyone’ —
svaravarnavisesena dhvanibhedena va punah / rajyate yena yah kascit sa
riigah sammatah satam / (verse, 280). Then he reiterates almost verbally the
same statement in’the next verse, stating that raga pleases people : rafijako
Janacittangm. Then, just a little fater, he puts forth the same matter in terms of
etymology : rafijandijidyate rdgo vyutpattirsamudahrta (verse, 283).
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motivations of the two forms, rather than one of kind. The
metaphor, however, could not have been applied to s@ma, from
which they both thus differed in kind. Rendering sama was an
act of transmission, not innovation, to use Confucius® words
again. To help the process of correct transmission, s@ma was
preserved through a system of indicating svaras on the fingers —
known as the hasta-ving — and later through written symbols,
indicating notes. '

The pleasure motive also implied a great difference between
the approach to structure in jari and raga. The raga was much
more open and freer with the rules, even ignoring, flaunting and
changing them in its development. The difference between the
two thus lay not so much in the approach to vidhi as to nisedha.
The strictures and limitations which, in the jﬁti,-resu-ictéd free
play of possibilities created by the laksanas, were loosened in
the rizga as a form, by the impulse to pleasure; creating more
space for movement, and inspiring the creation of ever new
rdgas. Thus the word ‘alapa’, used for the first time by Matanga,
bec.omes another ‘defining” character of ra@gas, and ragas began
to increase in number, and are in later texts described as,
‘innumerable’. This great increase in space for innovation was
possible because of a radical change in telos.

This new telos was to make even more radical changes as the
tradition of the r@ga evolved. The ancient jatis had a fixed set of
svaras, ‘given’ in the svara-mandala. One could not create
svaras, but only relate them with a set of laksanas or rules in
mind. This, to give a more familiar analogy, was like being given
a harmonium or a multi-stringed instrument such as the pre-
tuned svara-mandala (the instrument, not the concept)® on
which a number of svaras have been fixed once and for all.
These are ready-made entities we cannot change; though we can
put them to our own use, combining them into various forms.

) o Though 'the. two are clearly related, and the svara-mandala as an
Instrument is snm%ar to the ancient Indian harp-like vina, which, in i‘act, played
an importan role in theorising about svaras and in giving rise to the concept of
the svara-mandala,
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There is much in ancient Indian musicology that reinforces
this picture of a set of unalterable, ‘given’, svaras. The ancient
vina was similar to the modern svara-mandala, on which the
svaras were fixed. Interestingly, however, the svaras were
‘given’ not only on the ving — where they could be altered, at
least in principle, — they were also thought of as “given’ within
us, within our body: the human frame was believed to contain a
ving similar to the instrument that was played, and on which the
svaras were fixed. The svaras thus had a set of predetermined
svara-sthanas within us, arranged at proper ruti-distances. (The
article, “The Body As An Instrument’, in this collection, reflects
on this notion, giving more details.)

The distance between svaras, as we have noted, was
measured through srufi. A sruti, let us remember, could be
heard, but it could not be musically used. Only certain sruti-
groupings were ‘given’ as svaras. Others were not permitted,
since they were not svaras. All this was to undergo a revolution
in later thinking. Lafer musicians, in exploring the realm
of pleasure, or rafijana, through the ragas, seeking aesthetic
innovation, seem to have quickly realised the musical potential
of the ‘unuseable’ §rutis. In raga-music, any §ruti could
be used provided one could create a desired aesthetic effect.
Abhinavagupta, the famous Kashmiri philosopher and
musicologist, writing in the period spanning the end of the 10th
century and the beginning of the 11th, speaks of the eifect
created by musicians through the use of sruti-vaicitrya: the free
and brilliant use of §rutis which were denied to the jati.

The ancient svara-mandala, as we remarked earlier, did
allow two augmented svaras besides the regular seven. These
extra svaras lay between two regular svaras, and were, hence
called, antara (in-between) svaras. They were also called
sAdharana, that is ‘common’ svaras, because they occupied a
space that separated two svaras and was thus ‘common’ to them.
But if the ‘common’ space between two svaras could have
positions that were themselves ‘svaras’, however ‘irregular’ they
may be, in the sacred jati form, the idea could certainly be

S
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extended to common spaces between other svaras, t0o. And this
was done in the more free-flowing ridga music; there was no
sacred rule of limitation to stop it, and one could be guided
by the impulse to pleasure. Indeed, the idea of ‘commeon’, in-
between svaras was extended even further, and taken to what
could be called its logical extreme: Al the Srutis, which were
earlier denied svara-hood, were now seen as s@dharana, since
they all did, in fact, lie in the spaces between svaras. A;xd hence
they were allowed svara-hood. Abhinavagupta has outlined
the above extension of the notion of s@dh@rana; and after
!zaving done so, he observes: “the displacement of a svara from
its primary position, and its thus acquiring a distinctivenss
(vifeso vailaksyanyatma) is what obtains when a svara becomes
sadharana in musical usage. This implies that all [otherwise
accepted as fixed] svaras can shift to positions above or below
[their fixed places] when a pleasing diversity is sought
i’n musical expressions. The-rule limiting a svara to a single
Sruti-position — on which it is permanently fixed — obtains
only in gandharva (that is, the jati-system); in r@gas and bhasas
(which were also raga-like forms, described as ‘born of .the
ragas’ ), it can be seen that musical usage permits a diversity [of
sadharana positions].”!!

This ‘diversity’, which was, in effect, introduced in the
svara-mandala itself, transforming it, and allowing any in-
between sruti to function as a svara, had occurred much earlier
than Abhinava, who himself quotes an earlier authoritative text,
in this context, to support — and justify — his own observation.

" Hardly any passage from the Abhinava Bharati, Abhinava’s commentary
on the Natyasastra, is entirely free of textual problems, the readings being often
corTupt. The passage translated shove also has words and expressions which are
not entirely clear. Yet the meaning, I think, is unmistakable. Here is original
from the G.0.S. edition of the text: svarasvayah (svarasya vyah)
pr&ktanan?pﬁdvi.s’e;o vailaksyanyamma sa eva svaras&dh&r&mt&yﬁm prayoga}:.
anena f:azrat.'sa‘ccayati sarvesari svarﬁpﬁmuccanicatvavaicitzyaktivi.fesét
kevc:zfam‘ gandharve niyamaryma)adrstasiddhyai ekasrutitvam svarangm
darsiiam, vaicitryaniaram tu ragabhasaday laksye driyata eva. Ahinava
Bharati on Natyasdstra 28, 35. o

—
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The text he quotes, is attributed by him to a musicologist named
Vrddhakasyapa whose writings are not otherwise available, and

“whose date is difficult to determine. A reasonable conjecture, I
would think, might place him roughly in the same period as
Matanga, or perhaps a little after. The Vrddhakasyapa passage,
which Abhinava quotes, is, I must confess, not entirely clear to me,
but its general intention, for our purpose, can be readily sensed.
The first part of the passage, with which we are concerned here,
is, fortunately, clear enough. Viddhakasyapa says: _

“In ragas and bhasas, all svarag-distances, whether
comprising of one, two, three or four srutis, can be taken as
kakali (another name for s@dhzirana) or as antara (still another name
for the sadharana), and should be freely (sarvatha) used”.2

* The Vrddhaka$yapa passage comes immediately after the lines from the
Abhinava Bharast quoted in the footnote zbove. The lines which I have
translated read ;. e h .

kizkalyantarayogena catustridvyekatah srutin /

svar@nsarvanprayufijita ragabhdsasu sarvatha il
This is followed by two more slokas where Vrddhakasyapa seems to be saying
that in the jaii there are fifteen distinct svgra-positions, This is so obviously
against the position of the gandharva Sastras, that I do not quite know what to
make of it : . .

svardh sadjadayah sapta 1ath@ cotkrstapaficamah /

atha dhaivatatascnyah kakalyantarasaifiakau

sadjamadhyamagandharasicanvarah iti sarvatha /

Jatisvete prayoktavyah svarah paficadasatva tu ff
Vrddhaka§yapa quite unambiguously appears to speak of fifteen svaras in the
Jjatis (jatisu). There can be no mistake about this if the reading is correct, and
there seems nothing wrong with it. With what grounds, or with what purport in
mind he says so is another matter, which is to me a puzzle. Another puzzle,
though not such a perplexing one, is the identification of the fifteen $rutis he
recounts as svaras here. I have been able to identify only the following : the
seven regular svaras, sadja etc., the two augmented svaras (antara ga and
kzkali ni), and the two “displaced’ pa and dha of the madhyama-griéma as
relative to the sadja-grama. This makes eleven svaras, and this seems quite in
order within the jati system, except for the curious fact that the distinct pa and
dha of the two gr@mas have been ‘counted’ as independent svaras. This in
gandharva was never done, because the svaras of one grama could not be
confused with those of the other. In counting them as svaras, Viddhakasyapa
seems to be discounting the ancient, quite categorical, grama division, and
taking the two sthanas as though they were given as svaras within a single
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We find that the pleasure-oriented aesthetic of the raga has
opened the door for srutis and their possible groupings into
tones, which were earlier left out of the system as non-svargas.
The raga, consequently, had room in its music for all the sruzis.

- Vrddhakasyapa speaks of every single sruti, and every possible

grouping of two three or four §rutis as svaras. In effect, now,
since single Srutis were permitted as musically usable, any
‘audible’, pitch-distinction was a possible svara. This was
unthinkable in the earlier jati music. Indeed, the very notion of
Sruti seems redundant in the new raga svara-mandala, if one
were to still use the ancient term. The only condition for a sruti
to function as svara was thaf it should produce a desirable,
expressive effect as part of a riga.

Expectedly, however, though the new music declared all
Sruits as svaras'in practice, yet the theoretical position still
sanctioned only seven positions as svaras, the other Sruti-positions
lying between them were understood to be s@dharana svaras:
Vrddhakasyapa compares them to the earfier antara and kakali
svaras, and, evidently, like these traditional ‘semi-svaras’, they were
still thought t0 be somehow subsidiary or displaced in status.

It is clea%';' though, that the change in the notion of svara

2

scale, Perhaps r.hés is symptomatic of the loosening of the strict griama division
during V;ddhakf_xéyapa's days, but it cannot be a reckoning that fits the Jati-
system. Then, there is a phrase which identifies more svaras: ‘sadjama-
dkyamag-andharascatvarak’. This 1 have not been able to understand.
According to Vyddhakagyapa’s count, we already have elven svaras and need
four more. And these are what the phrase, ene would think, intends to give us.
But, what are they? They are, presumably, four extra places which the three

- regular svaras, sa, ga and ma, occupying ‘displaced’ sthanas on Srurtis that Iie

between them and the preceding or following svara. But which Srutis can these
be 7 There are no such ‘displaced’ svarg-positions in the jar svara-mandaia,
And which of the three svaras is to have two positions, and where ? What,
moreover, about the other svaras, i pa, dha, ni, are they not to have more
positions, and why not ? These and other questiens are bound to bother one in
trying to get at what might have been meant. An answer can, perhaps, only be

- found if we could discover more of Vrddhakasyapa’s work, which, at present,

seems a remote possibility. .
. However, The first sloka, which is about rdgas and bhasas, and not about
Jadis, presents no such difficuities.
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hinges on the new music of the raga, its new orientation, new
demands, and its openness towards new possibilities of tonal
expression. A radical transformation in the logos of music seems
to have happened, even though not so radically articulated: the
rdga has become the key for discriminating between the svara
and the non-svara. Instead of svaras being the basic ‘given’, and
then being taken as the building blocks for making music, we
now have the situation where the ragas, which are not given but
humanly created, pauruseya things, become themselves the creators
of svaras: a svara is a tone which a réiga uses to make itself. .

The musical situation clearly called for a new theoretical
vision, or revision, which, as we shall see, was developed in the
16th century, becoming sharper and more radically self-articulate
in the 17th. We find a new understanding of svara taking a
meaningful shape in a remarkable 16th century musicologist,
Pundarika Vitthala. He has written a number of tracts on the
raga, the most ambitious being the Sadragacandrodaya. But he
also has other works devoted to the riga, which were written
later and are comparatively smaller in size; one of these is the
Ragamala, a work especially interesting for our purpose. Unlike
VrddhakaSyapa, Pundarika, in his R@gamala, identifies only
eighteen Sruti-positions as possible svara-positions. The fifth,
the sixth, the eighteenth and the ninéteenth srutis, he says, right
in the beginning of the Ragamala, are never svaras; the others
can all be: Sesa astadasaiva syuh Srutayah svarabodhakah
(Ragamala, 16). Those Srutis which can be cognised as svaras
(svarabodhakih ), are still cognised in terms of the conventional
seven svaras, but with the radical difference that each of the
seven svaras, except sa¢ and pa, have no longer a single fixed
position: they have two more possible positions on neighbouring
Srutis, occupying the ‘non-svara’ space between svaras; ga
having three such positions. .

Pundarika is aware that he is talking of a svara-mandala
quite different from that of traditional musicology, and he
remarks that ‘Bharata and other [ancient authorities] have spoken
of only a single sruzi-position for a svara which [in my scheme]
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is its first or initial position: sadjadinam sthitih proktah
prathamah bharatadibhih.’ This may also be translated as: “This,
(that is the sequence of svara-positions conforming to the
ancient mapping and described by Pundarika just before the
present passage), is the position initially enunciated (prathama
sthitih } by Bharata and others.”** But whichever of these two

¥ dvavisatih Srutisthanar, sopanakaravat kramat /.

vayupliiranatastastu tGvatyuttaretiaram /

prabhavantyuccoceararih Srutayakh Sravyamairatah //

ragadivyavahdrdya tasu sapta svarah sthitah / _

sadjasca rsabhascaiva gandharo madhyamastatha /f

paficamo dhaivatasegtha nisadascetyanukramat /

tesai sahjfid sarigamapadhanityapara matz

vedacalankasrutisu trayodasysm Srutau tatah /

saptadasyarit ca vimiyam ca dvavimsyaim ca Srutau kramat //

sadjadingm sthitih prokt@ prathama bharatadibhih /

Ragamala, 8-13
I quote in detail; also because the only reliable critical edition of the texts of
Pundarika Vitthala is available in a collected edition printed in Kannada letters
with a Kannada translation, comments and annotation. The author of this
laudable work of scholarship is Dr. R. Satyanarayana. The work is published as
Pundartkamala, pub. by the Goverment Of Karnataka, {Karnataka Sangeetha
Nritya Academy and Directorate of Kannada And Culture}, Banglore, 1986.
The Sanskrit text of the Ragamala covers pages 170 to 202 of this work. The
quoted passage is on p. 172. Not knowing Kannada, but only its script, I have,
unfortunately, not been able to see Dr. Satyanarayana’s translation. I offer my
own : “There are twenty-two Srutis ( each on a separate string-like artery within
the human frame) arranged in a ladder-like sequence. When the air (which
arises from the base of the spinal column) strikes them, they produce, in a
gradually rising sequence, the gamut of $rutis, each of which has a pitch higher
than the preceding [sruti], [the pich-difference consisting of the] smatlest
distinction that is audible. For [rendering] the [musical} forms Iike ragas, there
are seven svaras which are stationed on them. These are, in their sequence,
named, sadja, rsabha, gandhara, madhyama, padcama, dhaivata and nisada,
an alternative set of terms for them being, sa, ri, ga ma. pa. dha and ni. The
seven svaras, sadja and the others, are, in squence, stationed on the [following}
Srusis : the fourth { which is the place of sadja), the seventh, the ninth, the
thirteenth, the seventeeth, the twentieth, and the twenty-second. Such is the
original position initially [mapped] for them by Bharata and other [ancient
theorists]’.
Orne might notice that the positioning of the various svaras, on the fourth

Sruti and so on, is not how the ancients proceed, but the resulting svara-
mandala, remains essentially the ancient one.
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ways in which we may choose to translate Pundarika, it is
unmistakably implicit in his statement that he felt a conspicuous
gap between the ancient system and his own.

What is even more revolutionary in his musicological
thought, is his statement that the basis on which a sruti-position
becomes a svara is not a given antarila or distance from another
Sruti-position, but the raga being rendered: In a remarkable
passage he says:

‘A ( svara ) shifts its position, depending on the demand of
_the ré@ga being rendered: vadyadragopayogah syad tattadiccha-
gatirbhavet.” ( Ragamala, 14 )'*

In his earlier work, the Sadrdgacandrodaya, Pundarika had
recognised only fourteen and not eighteen Sruti-positions as
possible svara-sth@nas,> but he added an interesting, though
short and not fully developed, argument in order to justify his
radical departure from traditional musicology regarding the
. relation between Sruti and svara. He, obviously, thought that he
was making a fundamental break from an almost self-evident
orthodoxy, and this needed justification. The defence he gives,
leads to a basic reflection on the very nature of svara.

Musicological thought in India has conceived svara on two
distinct bases, which, supposedly, should lead to an identical
cognition, but which can be seen to have parted ways with the
dominance of the r@ga. The distinction, which we have earlier
described in terms of svara as given and svara as felt, becomes,
in the hands of Pundarika, an opposition. This opposition can be
significantly understood in the light of two svara-laksanas, or
‘definitions’ of what constitutes the svara-hood of a svara,
which have been articulated in musicological thinking. It is
also, one might notice, a fundamental opposition concerning

“ op. cit., p. 172.

151 assume it to be earlier, for the reason of its greater conservativeness, and
also because Dr. Satyamarayana gives it before the Ragamala. Unable to
understand Kannada, I have not been able to follow his discussion concerning
the dates of Pundarika’s works. However, for my purpose, their relative dating
is only of passing importance.
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cognition, and is to be found not only in the logos of music, but
in a sense in logos itself.

The first, and as it appears, the more ancient, of the two
svara-laksanas can be expressed as, ‘antarala niyamo svarah —
svara is an [unbending] rule which fixes distance [between
pitches]™; this, as we have seen, was enunciated many centuries
ago by Dattila in describing the svara-mandala of the ancient
Jatis. Pythagoras’ vision, more mathematically oriented,
follows the same path. The attempt is to cognise and ‘measure’
something in itself, as it were, without reference to the cogniser.

The second laksana, places the ¢ogniser, or consciousness at
the centre: ‘svato rafijayata iti svarah — it is that [distinct pitch-
position] which pleases in itself”. It is, in other words, svara as it
is evident to our awareness when we make music and seek an
aesthetic pleasure, or in other words a musical meaningfulness.
This laksana, relies on the etymology of the name, ‘svara’ itself,
and was believed by later musicologists to be inherent in the
very concept of ‘svara’, if it was to be the basis of music and not
Just an object out there in nature. There is also, not surprisingly,
a definite connection -between this music-oriented laksana of
svara and the laksana of raga itself. Like ‘svara’, ‘raga’ is
defined by later musicologists as ‘that which pleases —
rafijayata iti rigah’. In the ancient system, which also had the
second laksana in mind, though not so explicitly, there was no
quarrel between the two laksanas. Indeed, as for Pythagoras,
they were believed to coincide. The laksana of svara as
svayambhi, ‘self-born’, is old and may be construed to represent
this accord between the inner and outer, svara as given in nature
and svara as felt, since ‘svayambhiz’ does not incline towards
either senses, and can embrace both. For Pythagoras, the fact that
the “felt’, ‘perceived’ svara coincided with a ‘rational’,
mathematical equation was a profound discovery, the discovety
of a ‘pramédna’ a ‘measurable criterion’ through which
consciousness could not only be aware of things, but ‘know’
them as they were in themselves, and not merely as they
appeared. This was the seed that has found its fruit in the modern
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scientist’s assertion that mathematics is the language of nature
herself. But music is not a ‘natural’ object, though it uses what
is given in nature. In fact, even the svara as given in nature,
has obviously to be *felt’ as integral to music in order to be part
of musical usage: hence the difference in what is ‘given’
as svara in different musical cultures. The history of the raga
significantly and articulately reveals that svara as a felt entity
can also find those sounds meaningful which are ‘discordant’
with those ‘given’ in nature. The world of music, like all
- human, pauruseya worlds created in culture, is the product
of a tension between the given in nature and the creative
human consciousness with purusarthas of its own, one of
the purusarthas being the exploration of aesthetic possibilities.
The opposition or discord between svara as given in nature,
and as given in our musical creativity, is not, as one might
be tempted to conciude, between a ‘real’ and an ‘apparent’
or merely imaginary entity. The antarala, or tonal distance,
which was rejected earlier because it was thought to be
self-evidently given as a non-svara, and also felf to be so — on
the ground of being not svayambhii — is now, in exploring
the possibilities of the raga-form through the pathways
of improvisation, and of seeking new pleasures, discovered to
be a svara. The deeper tension here is between the changing
‘given’ in the world of music and what is believed to be the
really and uniquely given, either as essence or law in Nature,
or the Transcendent.

In Pundarika’s musicology of the r@ga, we can find an

interesting reflection on the opposition between the two ways of
conceiving svara, and a defence of the second of the two
laksanas. His definition of svara unmistakably leans towards the
second laksana:

“That which is produced immediately after a sruzi, and
is smooth, and gives rise to a [sympathetic] after-sound, and
is-[also] self-resplendent, [such a sound] is termed by

the knowledgeable, a svara, because it pleases the mind of a

listener by itself.”

e I
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This definition is to be found in the Sadragacandrodaya.'®
Pundarika begins the work with a description of svara which
assumes the ancient svara-mandala and the fixed position of the
seven svaras at specific sruti — positions.!” But in this he was
merely paying lip-service to the tradition of the $astra and its
conventions. For, he quickly changes his stance, and controverts
the old svara-mandala, and states that srutis can also be svaras,
implying that any Sruti can be a svara. He also realises the
evident contradiction in his statements, and poses it as a
piirvapaksa: ‘“You have’, he says, voicing the pirvapaksa,
‘[earlier ] made a distinction between sruti and svara, but that
distinction contradicts what you are saying now [in equating the
two] — nanu svarasya Srutitah prthaktvam tvaya yaduktam na
tatha’tra yuktam {(Sadragacandrodaya, 1, 31).

In reply, he gives a short statement, trying to make short
work of the above charge. He says: ‘Sruti is [that sound] which is
heard before [a pitch-position] is actually struck; svara is the
after-sound that it produces. [This should suffice as an answer to
the objection] which is, indeed, trifling.” This statement is not
entirely clear to me: what does he mean by a sound heard before
it is struck ? It obviously assumes a discussion which was part of
the thinking current in the new musicological miliéu in which
Pundarika was writing. However, the thrust of Pundarika’s
counter-argument is not difficult to guess. It banks upon the
distinction between @hata and andhata sound, and takes an
anahata — unstruck — sound to be the potentiality of a sound
and not an actual sound; this potentiality he calls sruti. An @hata
sound is the realisation of that potentiality, and is distinguished
as svara. Resultingly, no pitch-position that can be sounded and
heard is, in this view, a non-svara.

Pundarika then gives another argument in his support. This

argument assumes & latter-day understanding of Srutis in terms

' frutesca nairantarabhiviko yah snigdho nusabdatmaka ojasama /
Sroturmanorafijanakarakatvatsvatasty tajfRairuditah svare saul/
Sadragacandrodaya, 1, 24. op.cit., p. 79.
7 Ibid, 1, 22-23.
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of sruti-jatis, a concept, which appears only in medieval texts, in
a period when raga-music had become the generally accepted
form of what music should be. It is not to be found in ancient
Jjari-oriented musicology. The concept of sruti-jatis classifies all
the §rutis into five kinds, on the basis mainly of their expressive
quality, and not their position in the svara-mandala. These five
kind of §rutis are named: dipra (‘bright’, ‘shining’), @yayta
(‘expansive’), karuna (‘having pathos’), mrdu (‘soft’) and
madhya (“middling’, “neutral’).”® All except one, the madhya,
indicate an aesthetic function. Elaborating his short argument,
discussed above, in favour of considering any $ruti a svara,
Pundarika now refers us to the authority (pramana) of those who
speak of the five Sruti-jatis.'® What this pramana is, Pundarika
does not tell us, and I have not been able to discover it
elsewhere. But one can guess its purport: If all Srutis have an
expressive quality of some kind; they are, clearly, all of them,
possible svaras , whatever their comparative pitch-position in a
svara-mandala, since being expressive is a basic characteristic of
being a svara. This view, obviously, makes the cogniser’s sense
of music the ‘praming’, the criterion, for svara-hood.

In Ahobala, a more adventurous thinker, who wrote his
Sangita-parijata, a century after Pundarika (in 1665), the radical
ideas found in Pundarika achieve their logical culmination, and
also a much greater sense of self-assurance. They are no longer a
matter of doubt and questioning, but are taken as a new ‘given’,

'® A relatively old text where the idea occurs is the Bharata Bhasya of
Nanyadeva, written perhaps between 1097 and 1133 A.D., the period of
Nanyadeva’s rule over Mithjla, This line of thinking about fruris had indeed
named all 22 srutis on expressive lines. Nanyadeva, in his chapter on fruti,
after expounding and discussing the ancient views on the subject, where he
speaks of the twenty-two srutis, says : ‘there are in [all] the gramas, only five
Sratis to be always found, dipta, ayata, karung, mrdu, and madhya’ —
dipté'yatd ca karuna mrdu madhyeti néimarah / paficaiva Srutayah prokia jrieya
gramesu nityasah // See Bharata Bhasya, edited with notes by Chaitanya
Pundarika Desai, pub. Indirz Kala Sangita Viévavidylaya, Khairagadh, 1961,
vol,1, srutyadhyaya, verse 83, p.94. '

¥ yairjatayah pafica mat@ Srutingm te tu pramanam pravadanti tatra.
Sadragacandredaya, op. cit., 1, 33. :
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which can be meaningfully described as a cultural, ‘given’:
Ahobala’s pramana are musicians and the knowers of music.

There is a tendency, with the great cultural prestige of
‘science’ ruling our minds, to decry such a ‘given’ as merely
‘subjective’ as opposed to the ‘measured’ and the ‘given in
nature’ as being truly ‘objective’. But all cultural things are
founded on the tension between the ‘measured’ and the
‘perceived’. Their ‘objectivity’ is never free of the ‘subject; it
lies in inter-subjectivity. What Ahobala does is to articulate the
inter-subjectivity of music, in other words, its culture-
dependence.

He unreservedly states:

*Srutis are not different from svaras, because [like svaras],
they [too] are andible. Their difference, according to the sastras,
is similar to that between a snake [in its usual straight, oblong
form] and its [special] coiled state. All §rutis can acquire the
state of svara-hood, in different rdgas. Because they are bases of
ragas, therefore are they rightly called srutis. Srutis are many,
separated from each other by the breadth of a hair; this can be
perceived on the ving as well as the voice: such is the view of
those who know music.’®

The confidence we notice here, that what Ahobala has to say
is truly based on the sastras, is remarkable, even if not correct, if
the reference sangita-sdastra. The sastra, referred to cannot be
any prestigious work of the safgita-sastra, as one might be
likely to presuppose. The §@stra Ahobala has in mind seems to
be the darsana-sastra, and his metaphor for equating Srusi and

2 Srutayah syuh svarabhinngh Sravanatvena hetunz /

ahikundalavattatra bhedokiih $astrasammata 1/

sarv@sca Srutayastattad rigesu svaratin gaah /

riagahetutva etasar: Srutisarmjfiaiva semmaia //

kesdgravyavadhanena bahvyo’pi Srutayah srisah /

vingyam ca tath@ géitre safigitgiiigningr mate //

Sangitaparijata, 38-40 (as quoted in the notes on

Bharata Bhasya by Caitanya P. Desai, op. cit., vol. 1, p. 102. See also
Sarigitaparijata with a translation into Hindi by Kalind, pub. Sangit Karyzlay,
Hathras, 1971 verses 38 to 41, pp. 18-19).
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svara appears to be taken from a work of a bhakti school of
philosophy, arguing against advaita and its mayavada. But, as he
himself later adds, his confidence is really based on the belief
that his views accord with those who really know music. Relying
on the perception of musicians and music-knowers, he breaks
away not only from the antardla niyama of the ancients, but
even from the ancient and strangely continuing myth that there
are only twenty-two audible tonal antardlas in an octave.
Intriguingly, Ahobala also argued, in the lines which follow the
above passage, that the twenty-two Sruti svara-mandala, which
he finds inadequate was constructed by the process of sadja-
paficama-bhava: arriving at pitch positions through the
harmonics of the fifth (making pa the sa@ gives re; with re as sa
we have dha and 50 on).?' So, in effect, Ahobala seems to reject
the harmonic principle itself on which the ‘natural’ givenness
and mathematical measurability of svara is based. This is a
revolutionary move, indeed.

What 1 have said above regarding the dynamic, evolving and
integrally inter-connected, relation of svara and raga is, in fact,
true, I believe, of the relation between svara and the music of
any rich and enterprising musical culture. The example of the
réga is, surely, only an instance of a more universal cultural
phenomenon. The specific ways in which the relation between
svara and music develops, will certainly differ with the
individual history of a culture, yet one would think that tensions
similar to the one outlined above would be common. What I have
done is to déscribe the-phenomenon as I see it in the history of
Indian music. This will, I hope, also serve a cautionary purpose,
and dispel the myth that Indian music or its musicology is
basically ahistorical. '

Paradoxica]ly, the saﬁgita-fc‘zstra, in more recent times, has
tried to get back to the assurance of the svara-sthanas as
somehow ‘given’ even as it has become more historically

% madhye pharvottarabaddhavinayarh gatra evaca/
sadjapaficamabhavena Srutirdvavimsatirjaguh //
ibid, verse, 41. .
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oriented. But the essence of the idea that Ahobala so daringly
propounds, continues among the sampradayas of music, both
musicians and gunijans — the ‘knowers of music’. Indeed the
idea, I think, can be carried still forward. In all musical thinking
the belief — or rather the rooted samskara — that svara is a
position, has continued, and is still ‘with us. It is there even in
Ahobala. But if we go by what we actually do in practice, as
Ahobala bravely does, the idea cannot but be challenged. If
ragas decide svaras, as has been believed for a few centuries
now, then a svara need not be a static position, that is, a sthana.
We also have @ndolita svaras in many ragas, such as the Miyan
ki Malhar and Darbiri, where a svara to be a svara in the raga
has to be a swing, a particular movement over sthanas, which is
what an @ndolana is, and not a static position.

~ Many of the larger visions and reflections of the great
musicological thinkers discussed above are denied today in
musicology or even in what we know in our own culture as
sarigita-Sastra. The discipline is understood as a descriptive
science, or a laksana $@stra, with prescriptive undertones — or
overtones — that such a ‘human’ science or sdstra is bound to
have, but the spaces of thought beyond this, leading out of music
or deeper within it, are considered out of bounds. It is forbidden
to take ‘speculative’ leaps of the kind that ancient thinkers like
Pythagoras, Confucius or the singers of sama like Yajiavalkya
— to mention only one of them—took. These, it is believed,
were thinkers who had not yet been able to shake off their non-

‘scientific, mythological and mystical reoorings. One might

wonder if the visions of Pythagoras, Confucius and Yajfiavalkya
can be dismissed as merely ‘mystical’ and ‘mythological’, even
though one might agree with the thrust of thought which
distinguishes between myths and mystical statements and those
produced by what is called the cognitive enterprise. The
musicological enterprise, as we have tried to look at it above, has
clear roots in ‘reason’ or a ‘rational logos’ in the larger sense of
the term. What it tries to do is to explore the manifestation of
‘cognition’ or ‘knowledge’ in music itself. It is thus truly a
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‘science’ or the ‘logos’ of music. What we find, I think, are
visions which life and thought can feed on creatively.

I say this also as a kind of self-justification for my own
venture into fields outside the ‘laksmana-rekha’ of what can be
called “traditional’ musicology, using the term ‘tradition’ in its
sense as ‘the accepted convention® regarding the domain of the
discipline. But a reader might ironically note, however, that the
present collection of essays does not really fall outside the field
of convention. This is true. If, as I would fondly like to believe, I
have really done any substantial stepping-out, it is more in a long
Hindi essay, a venturesome project, entitled, Sangit Evam
Cintan,* published separately as an independent work, and not
collected here. This Hindi essay seeks to understand thought
itself, its nature and creativity as a human, cultural enterprise,
through the eyes of music, especially the r@ga. The present essay
too, has acquired an analogous, if not an identical, thrust.

But something more can be said here concerning the notion
of stepping-out, which, I believe is relevant to those who do
musicology in India. I would like to point out that musicology as
sangita-sastra is an old and hoary discipline in India. The sastra
had its own traditions and its traditional boundaries, its maryada,
which was not quite fixed, as it never is in any long tradition of
thought on a subject — and as I hope the survey above also
reveals — yet it did move within discernibly marked limits. A
remarkable stepping out of sangita-sastra took place in the 19th
century with our encounter with of west. Musicology in the west

has interests quite different from traditional sangita-§astra, and._._

though it too is a laksana-$astra of its kind, its notion of laksana
in the context of music is quite different from ours. It has, for
one, a pointedly ‘contextual’ orientation and gives much more
value to the history of music and the circumstances under which
music is created than our sangita-sastra does — or, for that
matter, any of the other Indian Sastras connected with the arts,

% Delivered as a series of lectures under the auspices of the Hiranand Shastri
Vyakhyanm3ala. organised by Vatsal Nidhi and published by Prabhat
Prakashan, New Delhi, 1994.
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including the richest of them, namely, alankara-sastra, do. A
contextual, historical approach is, in the west, considered not
something contingent, but a central part of the laksana of these
arts. We have also learnt to follow the west in this r;egard, and,
consequently, all our sastras regarding the arts, including
sangita-sastra, have stepped out, so to say, from their earlier
confines. Indeed we can no longer even think of these $astras in
purely traditional Indian terms, so much has the western $astric
tradition taken hold of us. But, looking at the pauruseya logos of
tl_le raga and its essentially historical spirit, the addition of
history to our sarigita-sastra, need not be considered an entirely
alien implant.

The case of modern sargita-sastra is, in an important sense,
different from other sastras, say alank@ra-sastra or vastu-sastra,
In these sastras, unlike sangita-sastra, we have not added
something new to an already rich tradition, but, literally,
stepped-out of the Indian tradition and its own maryada into a
new tradition, the western, and its different confines. This has
been a kind of total stepping-out almost similar to what happens
with people at the end of a civilisation, to which they had been
long heir. Sangita as well as sangita-sastra have been an
exception. Stepping-out here has been more of a reaching out, a
?roadening of frontiers. We have come to acquire a ‘contextual’
Interest without losing our moorings in the earlier approach and
the central concepts of what constifutes laksana in music.




Appendix I

Some time back Professor Bansidhar Bhatt of Munster,
Germany, was kind enough to send me a paper he had written,
entitled, ‘Study of the word, niksepa and other derivatives in the
Svetambara Jain Canon’ (published in Akten des Melzer —
Symposiums 1991, ed. Walter Slaje and Christian Zinko,
Leykam, pp. 15-53). Prof. Bhatt has serious and radical
objections to my understaning of ruiya-joniyam (rudita-yoni} as
. meaning that the source of song is lament, or the sentiment of
karuna in man. This, he says, is a merely a ‘poetic’ statement
and can hardly be expected of a work devoted to the ‘scientific’
discipline of musicology which secks “universal theories” (p. 47).

No one, I should think, would really deny that the statement
in question, as I have understood it, does, in fact, make a
‘aniversal’ or -general claim; it can also be certainly called a
‘theory’ concerning what makes man sing. Lament, the theox.'y
claims, is the cause of song. There is, of course, no attempt in
our text to adduce arguments in favour of the ‘theory’, nor
should this be expected from the kind of text that we have, which
deals only sketchily with its subject. As to being ‘scientific’,
what one may ask, is wanting here 7 The theory is certainly
‘scientific’ in being ‘caunsal’; it speaks of a causal relation
between lament and song. But what is lacking , perhaps, is that
such a theory, even though apparently causal, cannot really be a
matter of factual, experimental examination; and so it is
unscientific. One might even add that the very enquiry, as to the
basis of song in human nature is unscientific in principle since it
cannot lead to any proper empirical examination. But then would
it be proper to be only ‘scientific’ in an enquiry concerning
music ? Are suggestive and intuitive statements to be totally
avoided, even if they add to the wealth and depth of our
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understanding ? Should one not be speculative in understanding
-music, since music, it can be meaningfully said (to make another
‘theoretical’ point, so to say) is itself bomn of the speculative
spirit. Music is also an aesthetic activity, and statements
concerning aesthetics, though obviously central to musicology,
cannot be termed ‘scientific’ in the sense of being purely
descriptive. Take the statements we have in our text régarding
gunas and dosas. Their intention is obviously prescriptive and
not descriptive as demanded by a ‘science’ of the kind which
Prof. Bhatt appears to have in mind. But the question really is,
should such a demand be made a prescriptive, or imperative,
demand for the science or the knowledge, the vidya, sastra or
veda, of music ?

Prof. Bhatt’s own understanding of ‘ruiya jontyam’ is
interesting. ‘Ruiya’, he has tried to show, is really a misreading
for “ruinda’, a word which stands for ‘rovindaka’, a gitaka sung
in gandharva, a distinct form of ancient music; and ‘yoni’,
means ‘a basic stanza’. Thus the phrase, ‘giyarn ruiya-joniyam’,
should actually be read as, ‘giyam ruinda-joniyar’, and it
means, ‘the rovindaka is a basic stanza (a form) of gita’. This, I
think, is not only extremely far-fetched, but seems to make no
sense. I have not been able to understand the phrase, ‘a basic
stanza (a form) of gita’. In what sense is a stanza intended as a
form of gita? A stanza, one would think, is a parr of a gita,
which is usnally a larger unit. Indeed, the rovindaka, as the
reader can see from the Dartilam and the Naiyasastre (or from
my exposition of rovindakit in a A Study Of Dattilam, especially
pp. 406-410) was a large and complex form containing many
stanzas, and can hardly be equated with ¢ stanza, even ‘a basic
stanza’, however the term ‘basic’ might be understood here.

The notable thing in Prof. Bhatt’s article, in the context of
our fain text, is that he shows us through references that
rovindaka was known to ancient Jain circles, thus adding
meaningfuily to our knowledge concering ancient, and what
might be termed, ‘non-sangitasdstric’ references to the
gandharva and its forms.
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Thanarhga Text on Music
(Major variant readings are given from the

Anudgaddara text published in a critical edition by
Sri Mahavira Jain Vidyalaya, Bombay).
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A Historical Study of Indian Music
199

A History of Indian Literature (see
also, “Winternitz, Manrice’)
218fn, 223fn

A Study of Dattilar ii, 491n, 63,
110n, 305fn, 309fn, 315, 337

Abdul Karim Khan 55, 59, (same as,
“‘Abdul Karim)

Abhijiiana Sakuntalam (see,

- “Sakuntalam’)

Abhinava (see also, ‘“Abhinava
Gupta’ and ‘Abhinavagupta’)
2421, 243; and composite aris .
951f; and dance 75t on
dramatic speech 99fn; on music
in theatre 128fn, 135ff; on natya
95ff, 133ff; on vina 201

Abhinava Bhiirati (see aiso,
‘Abhinava Gupta’) — 691,
85fn, 128fn, 169Mm, 321Mm

Abhinava Gupta (see also, ‘
‘Abhinava’, ‘Abhinavagupta’,
‘Abhinava Bharari’) 8, 18, 20,
37fT, 38fn, 69ff, 93fn, 95ff, 115,
168-169, 176fn

Abhinavagupta 127, 131fn

abhinaya (mime, acting) 70, 72-73,
8111, 106{T: and bhava 118

absolute; in music 267-306

actor 28, 100, 126

Adarang 59

Adhyatmaviveka (of ‘Sarigadeva’)
249 .

affinity; between realms 120ff, 163fF

Agni: The Vedic Ritual of The Fire
Altar 301fn

@hata 263, 329; nada 289, 311

Index

Ahobala 330ff

Ajanta 24, 57

Akten Des Melzer 336

alorikara-sastra 17-18, 118fn, 247,
335

alankara 103, 117; in music 103,
228fn

alankarikas 19, (see also, ‘critics;
literary”)

alapa 51, B8ff, 221, 319

alata-cakra 97, 135

2lekhyavat {also, ‘ulya’, ‘prakhya’,
‘kalpa; a painting-like resem-
biance or sarinvada); concept of
and musical style 36: a kind of
samvade (see also, ‘sarivada’)
24ff; subspecies of 27F

Allaudin Khan 12

Altekar, A.S. 159, 191, 192fn, 199,
202

Amara 201

Amarakosa 70tn, 201

Amaru 21

Ames, Roy (ses, ‘Roy Ames”)

Amir Khan 36, 53, 59

Amitabh Bacchan (an actor) 157-158

Amolak Chandra Surpuria 223fn

Amrtamanthana 105

and@hata 263, 329; nada 293

Ananadavardhana 93; his concept of
Nterary creativity 16ff; his
concept of meaning 19-20; on
pratibha 20ff

Anga (2 branch of Jain literahure)
223,232

anga (style) 38

angahira (a dance-whole) 731, 83,
115
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angavidya 243
Angavijja 243-244
anirukta; sama 301fn
anrca; sama 46ff, 286ff
antarmarga 35; of a rdga 32
anukarana (mimesis) 95, 101, 1051F,
114, 118-119, 128fn
Anudgaddara 223-224
anuvadi 312
Apargjitaprccha 180
Apastamba Grhya Stitra 195fn
apauruseya, music 267-306
Aranyake;, texts 44, 305
archifect 17,
architecture (see also, “vastu-sastra’)
4, 5, 40-41, 334; vis-&-vis music
14, 58,
Aristotle 1ii, 271fn; and Bharata 94-
95, 111 )
Arjuna; as a musician 186
art; forms, composite 52, 93-122 (see
also, ‘arts the association of”);
history of 15, 58
arteries; and the production of speech
and svara 255ff
artists 7, 13, 56; their activity of
transformation 17
arts; affinity of 120; formal 16, 122,
(see also, ‘form; non-representa-
five’); non-representational 101,
118-119; performing 38, 99; the
. association of 52, (see also, ‘art-
forms, composite’) traditional
and modern 4ff ’
asarira (see also, ‘sama’); sama;
A6fE, 287fF
Ashok Kumar (an actor) 158
@fraya (base); of music 288{f
auditorivm 139 (see also, ‘natya-gria’)
Ayara (Ayarafiga) 223fn
ayurveda 263; as revelation 256fT;
birth of the body in 248ff.

Bach 59

Bade Ghulam Ali 91
Bahar (a raga) 89, 91, 169
Baiju Bavara (see also, ‘Niyak
- Baiju’) 214
Bana 187, 198
bandish 90 (see also, ‘chiz’ and
“krei”); its replication 32
béni (sce also ‘style’) 62
Basant {(a rage; see also, ‘Vasant')
167
Beethoven 184
Begum Akhtar 53, 104, 105
Bhagavaia; painting 184
Bhagiratha Prasada $zstri 291fn
Bhairava (a raga); painting of 185
Bhairavi (2 raga) 33; and raga-time
association 167
Bhaltamala 214
bhakti 491n, 306
bhanas; music in 197ff
Bharata (see also, ‘Natyasastra’} 19,
21, 51, 53, 168, 199, 2359n,
318n, 324-325; and Confucius
273, 28%; and Hindi films 123-
162; and his Natyasastra 19,
130ff; and his theatre 92-122,
1304f; and Tandu 69ff; his
concept of vreti 1111F; his
sangraha 98, 99 110; on dance
37, 65if; on pada 293-294
Bharata Bhasya (see also, ‘Nanya
Bhupala) 65, 169, 231, 236fn,
330fn, 331in
Bharata Nawyam 108, 112, 113
Bharatakosa 175-176fn
Bharatiya Calacitra Ka Itihas 126in
Bharatiya Sargita Ka Itihas (of
Thakur Jaidev Singh) 70
Bhasa 189
Bhatkhande; and musical institutions
14; on raga and time 12, 1641f
Bhatkhande Smrti Grantha 1681,
172fn
Bhatt, Bansidhara 336-337

Bhatta Narayana 141
Bhatta Sobhakara 235f
bhava (in narya); and abhinaya 118;
and rasa 118, 273ff
bhava (in Gyurveda) 250fF
_Bhavabhﬁti 242
Ehimacarya Jhalkikar 291fn
Bhimsen Joshi 59
Bihdg (a raga) 36
Billikoth Remachandra Sharma
288, 302fn '
biruda (a limb of ‘prabandha’) 216
Biwi O Biwi (a Hindi film} 155-156,
158 '
Bobby (a Hindi film) 142, 143
body; as an instrument 247-263; as
embodied self 249fT; the birth of
248ff
bol (in percussion playing) 116-117
Book of Songs (Chinese) 268ff
Boy Friend (a Hindi film) 157, 158
Brahmana; texts 42ff, 225, 271,
285ff, 302fn
Brhadarapyaka Upanisad 306
Brhaddesi (see also, ‘Matanga’) 62,
65, 168, 207, 215, 238fn, 315fn,
317, 318-319
Brhaddharma Purgna 177§
Brhatkathzkosa 19%fn
Brhatkathamarijari 195fn
Buddha 48, 196, 197
buddhi; and the body 251ff and the
process of speech-production
235, 260-261
Buddhist; ethos and music 49;
literature, music in 187, 196-
197 (see also, ‘Jatakas®)

Caitanya 179

cakras (connecied with the
kundaling) 259

Candragupta I1 198; as a musician
190-191; as a playwright 191

Caraka 256
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c@ri (movement in dance) 76, 86
Caturbhgni 198fn
Caurapaficagika, paintings 185
Chaitanya P. Desai 170fn, 330

chalikya-gandharva 186

. Chandogya Upanisad 285

Chari, VK. 114fn
China; music in, 26741, 307ff
chiz (composition) 61
civilization; traditional 3
classical (see also, ‘s@striva’ and
‘prabandha’y; forms 32, 55-56,
59, 87fT, 143; musicians 51
(also, ‘musicians’); singing 51-
53,222
coinage; Gupta, ving in 186-204
composers (see also, ‘vaggeyakiras’)
30, 59-60, 144, 206
composite; 94ff art and the concept
of uparafijana 945f
Confucius 289, 307, 310, 316-319,
333; as a musicologist 267
defines man through music i,
273
content; vis-a-vis form 16, 31, 72-73
correspondences; cosmic 44-45
creation; as transformation 16-38
creative; transformation and style
32ft
creativity (see also, “creation,”
‘pratibha’y; and plagiarism 24fF;
and similarities 23ff; and the
concept of dhvani 20-21: and
the concept of yoni 25; and the
structure of a poem 29; denial
of 23; literary 16ff
critic(s) (see also, ‘sahrdaya’) 280; Con-
fucius as 280ff; literary; 176f
criticism (see also, ‘sahrdaya’); in
music, I, 10ff, 218; in newspa-
pers 14-15; in poetry 56; oral
10,14

dadrz 90
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Damodara Gupta (see also,
‘Kuptanimatam’®) 145ff
dance 6, 16, 37, 52, 119; and Hindi
films 123ff, 1444f, 154ff; and
natya (theatre) 72-73, 99, 1051f,
153; ceremonial 272; theory of,
and Tandu (see, “Tandu’); unit
of 37-38, 71£f, 114ff (sce also,
‘nrtta; markd’); yojand in 74fn,
B4ff
Darbiri (a raga) 333
Dasaveyaliva 223fn
Dattila (see also, ‘Datiilam’) iii,
174fn, 237fn, 311ff, 318fn,
327
63, 66, 1761, 1_94fn 224
233fn, 237in, 311fn, 337
Daya Krishna 286ff
dest 86, 118, 217-218, 258
Desi Todi (a raga) 91
Devanand (an actor) 141, 149
Devardhigani 224fn
devices; theatric 129, 132ff, 150ff
Dhaky, M.A. 180fn
dhamani (see, ‘artery’)
dhamar 89
dharma 271, 279
Dharmendra {(an actor) 149
dhatu 220
Dhola-Mari; paintings 184
dhrupad 34-35, 38, 88ff, 102, 207;
analogous to gandharva 102; as
a style of readering ragas 32ff,
S&ff; its history 61-62, 215fn
dhruva (theatrical songs; see also,
‘gana’, ‘theatrical’} 128fn, 242;
and gandharva 102ff, 115, 121,
144; a@tma-samistha and para-
samstha 142-143; types of and
their uses 135ff, 156fF
dhvam, and the concept of kaku 100;
. theory of, and creativity 20-21
Dhvanyaloka (see also

“Anandavardhana’) 8fn, 18ff,
23fn-

Dhvanyalokalocana (see also,
‘Abhinavagupta’) 18

Die Musikinstrumente Indiens Und
Indonesiens 192fn

Dighanikaiya 196

Dikshit, Ramanatha A.M. 302fn,
316fn

Dilip Padgaonkar; and songs in
Hindi films 127-128

Dipak{a} (a raga) 232; occult effect
of 12

director; of films 126, 137-138

dosa 10, 218, 227, 240ff, 337

drama (see also, ‘theatre’) 52, 128fn

dramaturgy (see also, ‘natya’) 130

driya-kavya (see also, ‘theatre’) 19 -

Druhina 93fn

Dvijargja Bhatta 302fn

Ebeling, Klaus 174ff, 183-184

education (see also ‘music’); in
music and improvisation 31, 60

emotions; harmonised through music
270; in Hindi films 137ff, 153ff,
160

Epigraphica Indica 187in

ethnomusicologist i

Europe (see, ‘European’)

European; music 39ff

experience; universals of 23

Faiyaz Khan 59

Falke, D.G. 126

feeling (see, ‘emotion’)

film 32; and the natya of Bharata 94-
93, 102; documentary 129;
Hindi, and dance 123if; Hindi,
and music 102, 105, 123f;
Hindi, history of 125{f

Film And Reality 125fa

film-songs; tradition of 123ff

Fleet, J.F. 186fn
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folk; music 215, 217-218

form; archetypal 87; classical 30-31
{see also, “classical’); generation
of 71ff; musical (sce also,
‘music’) 39, 63, 65, 66-67, 88ff,
104, 143, 215ff, 229, non-
representative 71-73, 105ff, 114,
of a ra@ga 87-91; vis-2-vis
content 16, 31, 71

formal; arts 16, 101; influences on
Hindi films 125ff

formalistic 18

formula 88, 124

Fox-Strangways, A.H. 166, 177

Gadyacintamani 198-199fn

gamak 38, 221 '

gana (see also, ‘dhruva’, ‘theatri-
cal’); vis-a-vis gandharva 102,
294

gandharva 49-50, 53, 70-71, .
1011121, 144, 193-194fn, 294,
305, 308ff, 321, 337; and ragas
70; improvisation in 66-67; tFla
104; vis-2-vis gana 102, 294

gandharva-sastra 70, 322fn

geya-vikaras (see also, ‘vikara’)
298fn

gharang 32, 56, 61, 62, 88

Ghasilal, Muni 224fn, 225fn, 227,
228fn

ghazal 30, 31, 53, 104, 105

Giragovinda 63; and the tradition of
music 205-222; paintings 184;
vis-2-vis Manasolliasa 207

gitaka (see also, ‘gAndharva™ 103,
106, 337 ]

giti (see also ‘style’) ; and r@ga-time
association 169-170

Gotama (a s@ma singer) 297

grama 226, 229; number of 230-231,
238

grama-rdgas 103-104, 168

Greek 2, 57, 60, 268, 269fn; music
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39; musicology 267

guna 10, 218, 227, 240f%, 337;
Sankhyan 252

Gupta; kings and music 186ff, 200ff

Gupta Inscriptions 186fn

Gurjari (a raga) 222; legends about
12-13

Guru-Granth 269

Hara Prasada Sastri 207

harana (see also, ‘plagiarism’) 25

Haricandra 188

Harisena 188, 198-199fn

harmonics 332

Harsa 188

hasta-ving 319

Hazra, R.C. 179

Hema Makini (an actress) 141

Hindi (see also, “film’); films and
dance 123ff; films and music
102, 105, 123ff; films, history
of 1251F; plays 125ff

Hindustani; music {see also, ‘music,

" Hindustani®); 14, 16, 32ff, 59-

60, 65, 117, 206fn, 236, 312;
music and the category of
pratibimba-kalpa 30; styles
32ff: vis-a-vis Karnatic 163ff

Hiranya Srawta Satra 195fn

history (see also, ‘music’); and music
39ff, 541f, 163-173 (see also,
‘music, history of’}; and the
concepts of vriti and rasa 1191f;
axial break in 2; milieu and
style 34-35; of Hindustani
music 16

History of Dharmasastra 187in

Howard, Wayne 301fn

Hussain, M.E.; and riga-painting
185

ideas; and music 39{f
identity; cultural 6; of a musical
Ppiece 31
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imagination (see also, ‘pratibha’} :
creative 16-38

Iman Dharam (2 Hindi film) 158

imitation; and theatre 95, 128fn, 151
(see also, ‘anukarapa’)

improvisation; and music education
31, 61; and sastriva (classical)
music 31, 62, 89-91; and style
32ff; in gandharva jaris (see
also, ‘gandharva’, jai') 67

India’s Intellectual Traditions 107

Indian (see also, ‘music’); music,
drone in 40-41

Indian Philosophy: A Counter-
Perspective 2868

indriyas (sense-organs); spiritual or
physical 232, 254

innovation (see also, ‘creativity”) 8,
319

instrument; body as 247-263 (see
also, “vin@’}

intemational; and the ‘modern’ in art
23,5

interpretation; in music 30, 59; vis-&-
vis transformation 30 -

Isibhasiyaim (see, ‘Rsibhasia’)

itivrita (dramatic plot) 112ff, 160ff
(seec also ‘plot’)

Jagadekamalla 170, 176fn

Jaiminiya Brahmana 285

Jaiminiya Upanisad Brahmana 424f,
285ff

Jaiminiya-sakha 42

Jain; ethos and music 49; literature
and music 188if, 198, 201, 210-
211, 223-246, 336-337

Jain, Panna Lal 198-199fn

Jatakas (see also, ‘Buddhist;
literatare’); and music 187,

- 194fn, 196-197, 199

Jjati (a gandharva form; see also,
‘gandharva™) 63, 103, 230fn;
and raga (see also, ‘raga’) 66-

67; diyana 176fn; improvisation
in 67 -

Javali 294

Jayadeva (see also, ‘Gitagovinda’)
63, 112, 113, 179, 205-222

Jayadeva Singh (Thakur) 70fn

JijAasa: A Journal of the History of
Ideas And Culture 150fn

Jine§vara Stri 210

Jivandhara Campit 199

Johny Mera Nam (a Hindi film) 141,
149

Journal of The Asiatic Society 191fn

Kadambari 188, 198

kaisiki (a vrrt; see also “wrti®) 144£f

kaku (intonation); in dramatic speech
99ff, 102, 110, 289%n

Kalanidhi (see also, ‘Kallipatha™)
86fn

Kalidasa 29, 139, 147, 187, 191,
212, 229fn, 238

Kalind 331fn

Kallinatha 86, 206fn, 213-214,
215in, 216, 237fn, 258, 313

Kalpasttra, miniatures 174, 183

Kamasatra 191

kambala-gana (a gandharva form)
63

Kamod (a raga) 91

- Kane, P.V. 187in

Kanhupada 207

Kapadia, HR. 228fn

karana (a unit in dance} 37{L, 731,
1151£f, 119

Kamatic(ak); music 14, 60-61, 65,
1644f, 312

Kashmir (see also, ‘Kashmid”) 142

Kashmiri 17, 142, 320; theorists 18

Kadyapa; 138 on music in theatre
108 :

Kasyapa (a singer of s@ma) 297

Kathakosaprakarapa; music in 210-
211

ey

Kath@saritsagara; vind-playing in
195fn

Kaumudi (commentary on the
Drhvanyilekalocana) 8-9fn

Kauthumasakhayah Uhaganam
Uhyaganam 302, 316fn

kavi (see also, ‘poet’) 8-9, 20, 117

kavi-karma (activity of the poet) 7

kavya (see also, ‘poetry’) 17, 18, 29,
201; and narya 117, 118; and
rasa 19; driya (theatre; see also,
‘theatre’} 19

Kavyamimamsa (see also
‘Rajasekhara’) 24fn; and
plagiarism 24{f

Khamgj (a raga) 33

Kharavela (see also, ‘kings”) 187,
188

khyat 30, 31, 38, 52, 59, 60, 61; 88,
91, 103, 104, 207, 215fn,
analogous to gandharva 298;,
102; as a style of rendering

. ragas 32ff

kings; as musicians 186ff, 276, 278,
282

kirtan 533, 104

Kirtidhara 86

Kohala 86, 238

Krsna; as a composer 186

krti (sce also, “chiz’, *bandisk’) 60,
61 )

Ksemendra 195fn

Kumar Gandharva 36, 59

Kumaragupta I 198; and music
186£%, 190, 202

Kumbha (see, ‘Rana Kumbha®)

kundalini; and svara-production
258ff

Kuntaka 9, 27

Kugtanimatam (see also, ‘Damodara
Gupta’); on theatre 133fn, 145ff

Laksamanasena 214, 219
laksana; of jatis and ragas 314£f: of

svara 326ff; vis-&-vis laksya
258

laksya; vis-a-vis laksana 258

Lalitavistara 187fn

Lallan Piya (a composer of thumris)
33

Lallgn Piya ki Thumriyén 33tn

Lankavatara Sitra 197

Laura-Candz; painting 185

Laxman Pai; and rdga-painting 185

Legge, James 27141ff

Li Ki 2706f

Lin Yutang 268, 271ff

linguistics (see also, *Siksa’) 57, 100

literary (see also, ‘literature’);
creativity, concept of 16ff

literature 31, 57, Buddhist, music in
187 (see also, ‘Buddhist’);
critical awareness in 16ff; Urdu-
Persian 21; vis-3-vis music 15,
63-64

Loafer (a Hindi filim) 149

Locana; on Dhvanyaloka 3-9fn

iogos 1ii-iv; of music 267-335

lokadharmi 82, 110, 130ff

lokasvabhdva 91, 95, 106, 112, 113,
114, 116

lyrics 51

Madan, IF. 126

Madhubala (an actress) 156

Mahabhzrata 124, 186, 187

Makavagga 187, 196

Mahavira 48, 231, 232

Mahimabhaitz 9

Malakosha (a raga) 90

Malavik@gnimitram (see also,
“Kalidasa’); and Hindi film 147-
148

Malhar (a raga) 167, 236; ocenlt
effect of 12

man; 39f concept of and music 31f

. Mananka (a commentator on

Gitagovinda) 211fn, 219fn
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manas (mind) 259-260; and the body
2511t

Maznasollasa (see also, *Someévara’)
65, 170, 206fn, 218{n;
prabandha in 207, 215

mantra, pronunciation of 100; Vedic
and sama (see also, “Vedic’;
‘sama’} 42, 64

marga (see also ‘marg’) 217-218

margi (see also, ‘marga’) 258

Markendeya Purdna 223

Marva (a raga) 312

Masterpieces of Jain Kalpashitra
Painting 174

Matafiga (see also, ‘Brhaddesi”) 168,
169, 207, 215, 217, 233, 238,
315, 317, 318-319, 322

mizitria (see also, ‘nrita’); approach
to structures 115f£f, 122; concept
of, and sth@ya 36ff; vis-2-vis
vriti 1156

maztu 220

mazmin (poetic theme) 21

meaning; theories of 19-20

Meghadiita (sec also, ‘Kalidasa’)
229fn; music in 197

Mimarms3 (see also, ‘Mimarnsaka’)
251

Mimarhsaka 251, 286

mind (see, ‘manas’y

Misra, G.S.P. 142fn

Mithun Chakravarti {an actor) 155

moderm (see also, ‘modemity’); as
international 2-3, 6; as opposed
to traditional 1ff; music in
Confucian thought 278ff

modemnity (seg also, ‘modern’); and
tradition 1ff; its absence in
music and dance 4-5

moksa 48 -

-, Motichandra 198, 243in

Mrechakatikam (see also, *Sudraka’)

) 10-11, 197

mudra (in dance) 119

Muhammad Shah 35

Mukherjee, Bratindranath 191fn

Mumtsz (an actress) 149

Muni Ghasilal (see, ‘Ghasilal,
Muni”)

Muni Nathmal (see ‘Nathmal, Muni’)

music (see also, ‘musical’,
*sangita’y; absolute or
apaurugeya 267-306;
adhyatmika 2B4Ef; aesthetic
thought concerning 10ff, 2271f,
240ff, 270ff and ceremony 277;
and cosmic correspondences
424f; and dramatic speech {see
also, ‘pathya’) 991f; and film
123-162; and human harmony

270ff: and ideas 39f; and polity .

273; and style 32if; and the
analytical categories of poetry
31; and the category of
pratbimbakalpa 31; and the
concept of man 39ff; and the
kundalini 258; and the other arts
7ff, 52-53, 99fF; and the
pleasure principle 318if; and the
sanyasic ethos 48; and theatre
(see also, ‘theatre’, ‘natya’)
101£F, 118-119, 1274f, 152-153;
and words 51-53, 1011¥, 286fF;
as ypasand (see also, ‘sama’)
48; Chinese 2671, 307-308;
conceptual framework concern-’
ing 66fF; criticism in 1, 10ff,
14ff, 240ff; drone in 40-41;
education 66, 87-88, 187-188,
268£f, 281; European (see also,
‘west’) 31-32, 59, 62; Greek
(see also, ‘Greek’) 39,
Hindustani (see also,
“Hindustani®) 12, 16, 30, 32, 59-
60, 117; history 15, 39£f, 43,
S4fF, 120, 163ff, 3071f; ideal
268ff; lighter forms of 53; logos
of 267-335; meaningless

syliables in (see also, ‘syllables,
nonsense’) 46ff, 51, 216, 221,
290ff; miraculous effects of 12-
13; monodic 40, 45; northern
Indian (see also, ‘Hindustani’)
88; notation in (see also,
‘notation’) 61; real or true

2771f; recordings of 15, 55, 62;

replication of (see also,
“ransmission’) 32; texts (see
also, ‘sangita-sastra’) 54-68,
168ff; vis-3-vis society 34-33.

musical (see also, ‘music’); culture
54, 57, 66; education 31; lore
245; notation (see also,
‘notation’) 15, 54; texts (see
also, ‘sangita-sastra’) 54-68,
168ff

musician(s) (see also ‘v@ggevakara')
17, 494, 66, 87-88, 90, 91,
110fn, 316, 331ff; and the
kundalini 259, classical 51, 166-
167, 172, 193, 202{n; kings as
186ff; 276, 278, 282; occult
power of 47

musicologist (see also, ‘musicology’)
67

musicology {see also, ‘sangita-
sastra’) iii, 296; as logos of
music 267-335; history of 67,
3081f; practice of 67-63.

Nabhadasa 214

nidda (see, ‘Ghata, nada’)”

nadi (artery) 254; and svarotpaiti
255if, 2591f

nadotpatti ( the birth of nada —
sound - in the body) 247ff

Naiyayika 151

Nalanda 141

Namak Halal (2 Hindi film) 154,
157-158

Nandi 223fn

Nanya (see, ‘Nanyabhiipgia’)
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Nanyabhopala 169ff, 176, 217,
231, 235fn, 330fn

Nanyadeva {see ‘Nanyabhupala’)

Narada 174ff, 186, 230fn

Naradi (Naradiya, Naradiya) Siksa
64-65, 224, 230-231, 232fn,
233ff :

narratives; in Hindi films 123ff,
153ff; the grammar of 150ff

Natasiitra 70

Nathmal, Muni (same as ‘Muni
Nathmal’) 223fn

naturalism (see also, ‘realism®) 124ff

natya (see also, ‘theatre’,

" ‘Natyafastra”); and music (see
also, ‘music’) 101ff; and stage-
space 98-99; as a compesite art
(see also ‘art’) 92fn, 136fn; plot
in 112-113; the §a@stra of 92-
122; vis-a-vis dance 72-73, 80ff

natvadharmi 82, 130f; as a
transformed world 107ff, 118-
119, 151{1, 1591F; itivrtta as (see
also ‘itivreta’) 112-113

natya-grha (see also, ‘theatre-hall’}
98-99

Natyasastra (see glso, ‘Bharata”)
38fn, 65, 66, 69, 72, 73fn, 74,
75fn, 76fn, 770, 79, 80, 81, B2,
83fn, 84fn, 85fn, 130fn, 161fn,
176fn, 194fn, 200fn, 201, 224,
228fn, 230, 231, 234fn, 280fn,
293fn, 321fn, 337; forms of
theatre in 131fn; its authorship
92; its system and structure 92-
122; music criticism in 241;
rasa in (see also ‘rasa’} 18-19,
93; theatric devices in (see also
‘theatric, devices™) 129, 150ff

natyayita 148ff

Nawab, Sarabhai (see, “Sarabhal
Nawab’}

Nawab, Vidya Sarabhai (see, “Vidya
Sarabhai Nawab”)
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Nazyaka Baiju (see also, ‘Baiju
Bavra') 90

Nayaka Gopala; Kallinatha refers to
215fn

n@yikaA-bheda; painting 184

New Catalogus Catalagorum 249fn

newspapers; musical criticism in 14-
15

Nirukta 64

nirvana 48

notation (see also, ‘music’) 15, 54,
59, 61, 65-66, 284fn, 301, 315ff

nrtta (see also, ‘dance’, ‘Tandu’) 82,
105ff, 147fn; hastas 82-83;
karana (see also, ‘karana’) T3(I;
mairka (see also, ‘mawka’) 371f,
73ff, 1144T; vis-a-vis nrtya 37

artya (see also, “dance’, ‘nrtta’);
vis-a-vis nreta 37

Nyaya 251

Nyayakosa 292fn

Oddisi 109, 112, 113

On The Art Poetry (see also,
‘Poetics’, Aristotle’) 94fn

oral; criticism (see, ‘criticism; oral’)

pada (see ‘words”)
Padataditakam 198, 199
Padgaonkar, Dilip {see ‘Dilip
Padgaonkar’)
Padma Khanna (an actress) 149
Padmaprabhriaka 197
Padmavatl; and Jayadeva 211, 212,
214, 169
painter 16
painting 4, 5-6, 39, 40, 41, 193; and
samvada (see also, ‘samvada’)
24; of ragas 12-13, 174-185;
vis-3-vis music 13, 58, 63-64
Pande, G.C. 212fn
" Papini 71-72; and theoretical activity
in India 69ff
Paniniya Siksa 260

Paraj (a raga) 91

paramartha; and vyavahara 272-
273fn; as essential meaning (see
also, ‘magmin’) 25

parampara (see also, ‘tradition’}); as
understood in the ‘tradition’ 7if;
and rizdhi 7; and convention 7;
criticism in 7ff; three elements
of 7; and ‘tradition’ 7

parapurapravesa-tulya (also, ‘var’;
transformation through change
of context) 26ff; sub-species of
27-28

Parévadeva (see also, ‘Sangita-
samaya-sare’) 171, 176fn,
215fn, 217

Parveen Babi (an actress) 154-155

péta (a imb of prabandha) 216, 222

Pataifijali 257

pathya (speech); and kaku 991f; in
natya 991t, 102

pauruseya: logos and music 307-335

Padmini Kolhapure (an actress) 155

percussion-playing; in Bharata 116-
117

person {see, ‘body; as embodied
self”)

phonetics (see also ‘Sik._sa’) 100

pindoipatti (birth of the human body)
248ff

plagiarism; creative and imitative
24ff

Plato 278; on music 270

playwright 7, 107

pleasure; the principle of, and raga-
music 318ff

plot (in a play; see also, ‘“irivrita’)
117

poem: its structure and creativity 29

poetic (see also, ‘poetry’): tradition
56 ‘

poetics; Indian (see also, ‘alankara-
Sastra’} 18, 56

Poetics (see also, ‘On The Art

Poetry’, “Aristotle”) 95

poetry 41; analytical categories of,
and music 31, 35; and music
51ff, 104-105, 205if, 220ff; and
theatre 99, 117, 133-134, 152;
creativity in 23ff; criticism in
56-57; practice of 23ff; Sanskrit
30; transmission of 29

poets 51; practice of 23ff

polity; and music 274{f

polyphony 40; and Vedic music 43-
45

post-modernism 1

prabandha (z form of music) 170,
2061fn, 207fn

Pracina Bharata men Sangita 197in

Pradyota (king of Avanti} 187, 188

prajfig; musical (see ‘logos”)

Prajfianananda, Swami 179, 192fn,
199

Prakrit 218, 228

Pran (an actor) 158

prana (vital breath); and the produc-
tion of speech and svara 253ff

Prasastapada 291fn

Prasastapada Bhasya 291fn

pratibha (the creative impulse) 8-9,
213 Anandavardhana on 20ff:
and imagination 8; transcenden-
tal 27911; two kinds of 8-9, 14

pratibimbakalpa (also, ‘tulya® and
‘vat’; mirror-image-like
transformation) 24, 25ff and
Hindustani music 30-31; and

© sarvada (see also, ‘samviida)

23ff; sub-species of 28-29

Pratrda Bhalla (a sama-singer) 47

pravrtti (a concept in Bharata); and
vriti 111fn

prayoga ii-iii, 94, 311; and natya 94,
111, 113, 1174n; vis-3-vis §astra

prayoktr (the director of a play)
111fn, 114
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Premmnath (an actor) 149

Pundalika (a Hindi film) 126

Pundarika Vitthala 324{f

Pundarikamala 325fn

Purana 49fn, 65, 124, 175, 1774f,
223, 229, 231fn, 232, 243, 246

Pariva (a rdga); tappa in 34

piirvarariga 98, 105, 115

Pyari Behna ( a Hindi film) 155

Pythagoras iii, 267, 291, 307, 309,
310, 311, 327-328, 333

gawwali 30

rdga 62, 104, 206, 207, 219, 230fn,
232, 258; and association with
time 11-12, 4443, 163-173,
236, 240; and jatis (see also,
‘jati’) 66-67, 305, 307; and
seasonal affinities 44, 166-167;
and style 33ff, 61; and words
S1ff; as deity 13, i81ff;
auspicious quality of 1691t
compositions in (see also
‘bandish’, ‘chiz’) 60-61;
description of 32, 87-88; dhyana
12-13, 174ff, 236fn; 871f form
of 164ff; formulas in 88;
hierarchy of svaras in 283-284;
improvisation in (see also,
‘improvisation”) 87-91; its logos
307-303; laksana 314ff; miracn-
lous effects of 12-13; paintings ™
12, 174ff, 236-237; purity of
55-56, 59-60, 67-68; reproduc-
tion of 32; theorising about 70

raga-dhyana; and raga-mala painting
(see also ‘raga-mala’) 174

raga-mala; and nayika-bheda 184:
paintings 174-185, 237; texts
13, 1744f

Ragamala (of Pupdarika Vitthala)
324ff
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Ragamala Painting 17411, 183

Ragasagara 17411

Raghavan, V. 189n

Raghuvamsa (see also, *Kaliddsa’)
187

Raja Hariscandra (a Hindi film) 126

Rajaprasniyam 201 -

Rajasekhara 27, 28, 29; his concept
of creativity in poetry 16, 241f;
his transformational categories
and music 31ff; on plagiarism
241t

Ramakrishna Kavi 77, 175-176fn

Ramamiatya 167

Ramiyana (of Valmiki) 23, 124,
187, 196

Rapd Kumbha 176, 205fn, 219ff

Randhir Kapoor {(an actor) 156, 158

Ranjit (an actor) 149

rasa 22,45, 57, 104, 111, 113, 114,
139, 150, 155, 162, 273 274,
278; and bhava 118; and history
119ff; and theatre 21£f, 95ff;
and vrrri 113ff as a bhava in
ayurveda 250-251; extended
beyond theatre 18ff, 93; how
aroused in kavya 20ff; theory
of, and music 13-14, 89

Rasikapriya (see also, ‘Rana
Kumbha’) 63, 219ff

Ratnavali; an ancient performance of
133fn, 145161, 148

Ravindra Sangita (see also, “Tagore;
songs’); trausmission of 29

reas (see also, 7k} 46

realism; and Hindi fitms 125ff,
150ff, 159

realms; affinity between (see also
‘affinity”) 119ff

reciprocal; functioning, concept of
42ff .

"replication (see also, ‘reproduction’);
and transformation 30ff; in
music 30, 31, 32

reproduction (see also, ‘replication’)
30fn ‘

Republic (see also, ‘Plato™) 270

Rgveda {sec also, ‘rk’) 43

rk 43, 286ff, 295{n; vis-A-vis s@ma
286ff

Roman 2, 60

Roopa-Lekha 192fn

Roy, Ames 125fn

rsi(s) 2791f

Rsibhasita 228

ria 43M1, 279

Rudradaman; as a musician 187

Sabdaramna 292fn

Sachs, Curt 192fn

Sacred Books of The East 270fn,
2711

Sadarang 59, 215fn

Sadragacandhrodaya 3241

sahrdaya (see also, ‘critic’, “criti-
cism’) 7, 8, 14, 20, 23, 56, 72,
281

Saira Bano (an actress) 149

Saivism 49, 70

Sakuntalam (see also, ‘Kalidasa’) 113

sama (see also, ‘music, Vedic™) 42,
43, 49, 101, 308; and mystic
attainment 45ff, 285ff and the
kundalini 259; and the syllable
‘Om’ 45, anirukta 301-302fn;
arrca 45ff, 286ff; as revealed
music 46, 285ff; as upasand
AGEE, 286fT; asarira 461f, 2B61T;
attitude to, Vedic 45ff, 64, 67,
285ff; independence of 286; its
parts and cosmic identities 44-
45; literature concerning 285£f;
meaningless syllables in (see
also, ‘asarira, ‘anrca’,
‘anirulta’) 46-47; notation in
(see also, “notation’) 284fn;
vikaras 52, 2951, vis-3-vis rk
286ff

Samaveda (see also, “sama’) 42,
295ff; notation in 316; singers
of iii, 286ff

Samhitopanisad Brahmana 302fn

sampradaya iv, 66, 182

Samudragupta; as a musician 186ff,
190, 193, 199, 202, 204

samvada (harmony between svaras)

201,332

samvida (resemblance between
poems) 23; kinds of 23ff

samvadi 311f

sanfigat 110fn
67ff, 247ff, 261, 272, 283-284,
291fn, 307 3324, 337; texts
(see also, ‘music, texts”) 174ff,
212-213, 217, 218, 223{f; the
defence of 49fn

Sangita Cintamani 635

Sangita Cidamani 170, 176fn

Sarigita Darpana 172

Sangita Evart Cintan 66fn, 72fn,
87

sangitaka 52

Sangita-makeranda 180

Sargitaparijaia (see also, *‘Ahobala’)
330fn

Sangitardja (see also, ‘Rana
Kumbha') 63, 176; and the
Gitagovinda 220ff

Sangite-ramakara (see also,
‘Sargadeva’) 62-63, 65, 86,
119, 171ff, 175-176, 193fn,
206fn, 207, 237fn, 238fn

Sangita-ratmakara of S'Erﬁgadeva,
Text And English Translation
248fn

Sangita-samaya-sara (see also
‘Par§vadeva’) 63, 171, 175,
176fn -

Sarigitopanisad (see also,
*Sudhakalasa’) 175

Sangitopanisadsiroddhara (see also,
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‘Sudhakalada™) 174ff, 236fn;
and the Thanamga Satra 239%n

sangraha (see ‘Bharata’)

Sanjiv Kumar (an actor) 155-156

satikalpa; and the body 2521f

Sankara Miéra 219fn

Safnkhyan; gunas 252

Sanskrit 218, 228, 286; poetic
tradition 16ff, 31, 205ff; poetry,
anthologies of 10; Vedic, and
svara 292

Sarabhai Nawab 174

Sarahapada 207

sargam (see also, ‘svara, as a limb
of prabandha’); singing of 216,
222

Sarira-vina (sec also, ‘vip@') 261-262

Sarma, K.V. 189fn

Sarmgadeva (see also, ‘Sarigita-
rata@kara’) 175-176, 193fn,
206fn, 207, 217, 235. 238,
313fn and rdga-time association
171fF; and the concept of sthaya
36ff; on body as an instrument
247-263; on composers (vagge-
yakaras) 28fn; on the process of
sound production 247ff

Sastra (see also, ‘$astric’} ii-ii, 691f,
119-120, 217, 2471f, 30741,
332if; and structure in relation
to the Natyasastra 92-122; as
revelation 256ff; its relation to
prayoga ii-iii, 69ff, 114, 256iT,
262-263; of speech 99ff

Sastrakara 73, 80

Sastric 217; activity 69ff, 74;
impulse; iii

Sastriya (see also, “classical’); as a
transformational form of music
31

Satapatha Brahmana 225fn

Satyanarayana, R. 325fn

Satyavrata Samasrami Bhattacarya
296ff
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Sayana 233, 302fn

scale (see also, ‘thar’, ‘svara-
mandala’) 32

Schroeder 215

sculptor(s) 4, 16

Sekasubhodoya 214

self; body as 2491

Shammi Kapoor (an actor) 156-157,
158

Sharabi ( a Hindi film) 158

Sharma, Prem Lata 34fn, 248, 260fn

Shashi Kapoor (an actor) 154-153,
158

Shelley 242

Shiki 268

Shori Miyan (a composer) 35

Shringy, R.K. 248

Siksa 64; as sastra of speech
(phonetics) 99ff, 245-246, 260£f

Silatin 70

Silpa 98

Sirhhabhupala 215fn, 216

singer(s) (see also, ‘musicians’);
classical 51ff; women as; 228-
229, 244-245

§ira {sce, ‘artery’)

Skandagppta 191

Slaje, Walter 336

Smita Patil (an actress) 158

Smrti(s) 49; Yajiavalkya 49fn

society; and music 34-35

Somadeva 195fn

Somesdvara (see also, "‘Manasollgsa’)
170-171, 208ff, 217

song (see also, ‘music’); and Hindi
films 123ff, 150ff; and speech
101; in Thanariga Satra 226ff;
vinz accompaniment to 193ff;
virtuous, in Confucius (see also,
‘Confucius’) 2795

.soul; as embedied 2476

speech (see also, *pathya’); and
music 101; in theatre 99ff, 133,
289; vis-&-vis svara 289

Sri (a raga); 12 occult effect of 10

Sruri 263; jari 320ff; vis-a-vis svara
320ff

Staal Frits 301-302fn

sthzna (‘position’ in dance) 68, 76,
79-80, 83-84, 86

sthiina (position of svara) 100-101,
2001fn, 224, 228, 230, 2324f,
261-262, 320ff, 333

sthéinaka (see, ‘sthana’ in dance)

sthaya; and karana (sce also,
‘karana™) 37-38; as a unit of
musical style 36ff; concept of,
and mawrka (sec also, ‘marka’)
37-38

stobha 2981f; sama (sec also ‘sama’)
299ff

stobhaksaras (see also, ‘stobha’™ 51.

story (see, ‘narrative’)

structure; of the Natyasastra 92-122

Studies In The Upapurinas 179

style 11, 117; as transformation 321f,
88ff; cultural 75; in music 11,
32ff, 59, 88ff; structural basis of
(see also, “sthaya’) 321, 35{f

Sudhzkalasa (see also,
‘Sangitopanisadsaroddhara’)
174ff, 236in, 239

Sudraka; as a sahrdaya of music 10-
11, 197-198

Sujara (a Hindi fiim) 143

Surpuria, Amolak Chandra 223in

Suskiksara (see also, ‘nonsense”) 51

Suéruta 256

siit 38

svara 177ff, 272, 301, 303; and
speech 99ff, 280ff and sruti
320ff; as a limb of prabandha
216, 222; asraya of 2884f; in’
Confucius 283-284; its correla-
tion with colour etc. 234ff;
laksana 244, 32611, mandala
229, 308ff, 320, 327, 329, 330;
production, physiology-of

233-234, 247ff; sadharana
3204%; the logos of 270ff; vis-a-
vis pada (words) and fzlz (see
also, ‘music’ and words'} 102ff

Svaramela-kalnidhi 167

svarotpatti (the process of svara-
production) 247ff

svayambhi; svara as 327

svikarana (creative assimilation) 25

Swami Prajfiagninanda (sec,

_ ‘Prajfianananda, Swami’)

Syama-kalyana (a riiga); representa-

_ tion of 183 :

Syamilakz 198, 199

syllables (see also, ‘music, meaning-
less syllables in®) 290ff; as
asraya of music 288ff; nonsense
(see also, ‘nonsense’) S1£E, 102;
of Sanskrit speech 233-234,
257 .

system; combining multiple struc-
tures 96, 92-122

" Sze-hsia (Hentse) 271; on music

278fF
Szema Chi’en 268fn

Tagore; songs (see also, ‘Ravindra
safigita’) 316

Tandavae 69f, 106 '

Tandu 106, 315; and his theory of
dance 69-86

tanphra 40, 193, 203

Tansen 47, 62, 214

Tantrism;.and 12ga-dhyanas 181fF

2appa 88, 2171n; as a style of
rendering ragas 32ff

tarani 51

rena (see “tenaka’)

tenaka (a imb of prabandha) 216,
220, 222

Tere Mere Sapne (a Hindi film) 142,

Texts des Purana sur la Theorie
Musicale 231fn

Thanarhga Sttra 65; music in
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223-246, 336-338

that (see also, ‘scale’) 32; melakarta
system 40-41

The Canonical Literature of The
Jains 228fn

The Coinage of The Gupta Empire
191fn, 192fn

The Gupta Gold Coins In The
Bayana Hoard 192fn, 202

The Hindi Padavali of Namadev
298fn

The Music of Hindustan 166-167,
177

The Wisdom of Confucious (see also,
‘Lin Yutang®) 268fn, 269fn

theatre (see also, ‘n@tya’); and dance
72-73, 80Off, 105ff; and music
101ff, 101; and rasa 18;
conventions in 130ff, 15iff;
indigenous, and Hindi film
1251f; Parsi 129; popular 126,
129-130; traditional 129-130,
151

theatric; devices 130ff, 151ff

theatrical; songs (sec also, ‘dhruva’,
‘gana’) 53

theme 87 )

thamri 31, 31, 38, 88, 207, 217fn; as
a style of rendering ragas 331f;
its decline 34; words in 53, 294

Thumri Sarigraha 33fn

Times Of India, The 127

tradition 17; as modernity under-
stands it 1.7; of film-making
125if; ags it understands itself
7-8

traditional; and the modern 1ff;
theatre 129ff, 151ff

transformation; and replication 30,
581T; and sastriya music 311f; as
innovation 8; creative, and style
32ff, 59; creative, and the
concept of yoni 25; its role in
creativity 16-38; Kinds of, in
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poetry 20ff

transmission; of music 279ff, 319; of
poetry vis-A-vis music 29

Tripura-daha 72, 105

tulvadehituia (also ‘var’; see also,
‘samvada’); and style 35-36; as
a kdnd of sarmvada (resem-
blance) 23-24, 26 sub-species of
29

Tumburu 185

Tydgaraj 60

Ubhayabhisarika 198

Udatta-raghava; music in 140

Udayana; as a musician 186-187,
188-189, 194-195

Upanisad(s) 305-306

Upapurana; Brhaddharma 177t

uparafijaka 102, 104, 110, 135-136

uparafijana 135-136; concept of, and
composite arts (see also, ‘arts”)
95ff :

uparafijapiya 135-136

upasand, sama as (see also, ‘sama’)
46£f, 284£F

Urdu; plays 126

ustad 59

Uttunigodaya (a Kerala critic) 8

Vacaspati Misra 257

vadi (svara) 310ff

Vadibha Sitmha Stri 188, 198-199fn

viadya 110

vaggeyakara(s) (see also, ‘compos-
ers’) 28in, 213-214, 218, 248

Vaisesika Satra 291fn

Vaisnavism 49, 1775, 205

vak-karanas 116-117

Valmiki 23, 196, 242-243

Vararuei 198

varna {(Syllables in speech; see also,
‘syllables’) 100; matrka 116;
prakarga 116; 103

vartani {in dance) 84ff

Vasanta (a raga; see also, ‘Basant’)
91

Vasanta Vilasa 185

Vasistha Caikitaneya; a sama singer
46

vastu-Sastra (see also, ‘architecture?)
335

Vasudeva Hindi 188, 198

Vatsyayana 191

vayu (wind); and the production of
speech and svara 253-254, 260

Vayu Purana 231fn

Vedanga 64

Vedic 196; attitude to sama 42{f, 66-
67, 285fF; literature (see also,
‘sama’) 64-65, 195; mantras,
relation to s@ma 285ff; music
{see also, ‘sama’) 41ff; 48-49,
64-65, 66fn, 67, 195, 285

Venisarmhéra; music in 141

Victoria No. 203 (a Hindi film) 149,
158-159

Vidya Sarabhai Nawah 183fn

vikdras (distortion of words); in
sama (see also, ‘sama; vikaras®)
52 -

Vikramorvasiyam (see also,
‘Kalidasa®) 133fn, 147t

Vimanavarthu 199

vina, as accompaniment to song 186-
204; hasta 319; in the human
frame 2611f; sapatatantri 1991t;
svara-mandala as 319-320;
svayamvara, the motif of 188,
198

Vina-vasavadartam 153-154, 189,
194-195

Vignudharmottara Purana 223

vivadi (svara) 310ff

Vohra, M.P. 180fn

vritya(s) 45

Vrddhakaddyapa 322ff

vriti; and history 119ff; concept of,
in Bharata 111ff, 144ff,

RS R oy

159-160; vis-3-vis matrka 116;
vis-2-vis pravriti 111n-

Vydkarana 64

Vyasa Bhasya (on the Yogasatras)
257fn

vyavahéira, and paramartha in music
272-273n

vyuipatti (grasp of tradition) 8

Waley, Arthur 269fn

Walt Disney 184

weltanschauung 48

west 30, 100, 124; and Indian critical
thinking 18; criticism in the 9;
its cinema and Hindi films
124ff; its peculiar relation to
moderrity 2ff; the theatre of
152-153

western 15, 87, 94, 128, 152
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westernisation (see also, ‘west’) and
modernity 1{f

Winternitz, Maurice 218fn

waords; and music 50-53, 102ff, 220,
286ff

writer 13, 126

yajfia 43, 44, 48, 67, 284

Yajiavalkya 333

Yajfiavalkya Siksa 236

Yajravalkya Smrti 49fn

Yaska 64, 69

yoga 258-259, 262 music as 282

Yogasttra 257

Yoki 270fF

yoni {see also, ‘transformation’); of
sama 296ff

Zinko, Christian 336




