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282 / TRANSFORMATION AS CREATION

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of a sthita-prajfia, and yet not a withdrawn, emotionless state,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
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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,
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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.
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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.




300 / TRANSFORMATION AS CREATION

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

&
2
i
L
%
5
¢

THE PAURUSEYA LOGOS, IMMANENT IN HUMAN SEEKING / 323

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.




324 / TRANSFORMATION AS CREATION

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




328 / TRANSFORMATION AS CREATION

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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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

S e o N Pk T s

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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352 / TRANSFORMATION AS CREATION

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




