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CHAPTER -~ I1

STREAMS AND STRUCTURES

Music is the Cream and Crowning achievement
of the cultural evolution of the Seers and Sages of
India, Since the very goal of Life on this part of
the globe has been fixed up as the liberation of
human soul from the thraldom of senses and
separative limiting finite consciousness, music
came to be conceived as one of the subtlelimeans of
reaching the acme of spiritual freedom called moksha,

Music should evolve and enable the seeker to climb the
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heights of supreme consciousness which constitutes
the soulfulness of a mystic'’s perfectior, True
music is, in its ultimate analysis, the Somg of the

Soully

Right from the vedic times of which recorded
history is available, this Song of Soul has, like a
mighty mystical fall, streamed off from the
unthinkable and the invisible spiritual heights of
self-realizetion, where all limitations of the
finitude of body-mind cemplex melt and merged into
the skylike expanse of Eternity, of supreme unitive
consciousness, of indivisible, absclute and

unmainifest Teality of the spiritl,

It was this stream which flowed incessantly
and structured itself variously matching the
aspirations and abilities of the devotess of music,
on the one hand, and meeting the nseds of the time
of which the devotees of music tend to become either
creatures or creators, on the other., The texture of
Indian classical music has ever been spiritual and
as such those who are uninitiates in this discipline
often find themselves duly stranded, if not confused,
into the vagueness of its real spirit, It merits

to be appreciated in context of the anguisjgum~
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-~ advice of the late Romain Rellend who, while
talking to $Shree Dilip Kumar Roy of the Aurobindo
Ashram in Pondicherry about Indian classical Music,
said 2 "I feel it would be wise to write about the
music of your country and tell us about its spirith
Only, do not fight shy of the technicalities; you
would do well to explain to us not only the
sentiments of your mind in your deepest strata, but
also the techmique whereby you arrive at the
translation of such sentiments, Otheruise we would
feel stranded, as it were, on a sort of vague

lyricism,®

This has also been one of the inspirations
behind the work im hand and has been a factor in
lending this chapter the title 'Streams and

Structures of Music?! in India,

Dur scriptures tell us that the unmanifest
Brahman Sang from the depths of His Solemn Silence
'Ekoham Bahusyamaha® (F£$K§§ Sﬁygﬁxﬁ ) and the
Senorous sweet sound flowed out in the eternal
art-form of Naada Brahma, the finest of the seven

fine arts and the fount Eternal of all Music,
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The flow came to be called Sama-gana when
it streamed forth from the transcendental calmness
of the Soul1 of the contemplative and meditative

] j%aﬂhm«d?i
sages of the Vedic era.A Sound tternal from the
Supreme Divine Consciousness was so spontaneous and
sudden, se rhythmic and mystic, so perféct and
pleasing that though the flow simultaneously or
successively shaped itself into the twin forms of
Ynada~maya-rupa’! and ’devta-i"laya-—rupa“,2 the
Singing stream, per force of its sublime charm,
arresting resonance and liberating soulfulness,
stayed with the seers in their post-mediative
moments as the purest and the best means af
invoking end enjoying once again the bliss and
beatitude of the Divine Rpality, Divine music thus
happened to be the first enjoyable gift to human
heart by the grace and pouer of the eternal presence
of the Para Bhrahman. That's why music has come to
be hailed as the sovereign art-form among the knoun
disciplines of art and learning in India ¢ 'na vidysa

Sangita’c.’3

1. Swami Prajnanananda : 'Music of the Nations',
Munshiram Manoharlal Publishers, Delhi, 1973,
pe 1o

2, Ibid, pe 52

3. Ibid, po 53
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Music is the best and the finest of arts
which found its fullsome expression f‘irst4 in
Bharata-varsha, the land of the Rishis, and then
el sewhere, Making Bharata the holy land and
making the vedic seers the holy medii of divine
naada, music gushed out into various streams
imbibing and exhibiting numerous forms and

structures, raagas and talas, norms and nuances.

Musicy God in sound form, chose the
soulful silence and pious hearts of the vedic

seers to flow and fashion.ltself into the

o

K
primordial musical soundpyhich, in its oun turm,

melted and moulded itself through various sound-
forms, singable hymns and mantrad, This music
was so charming that whosoever came under its
spell became a mobile human mansion of music,
divine in spirit and orientation, classical in
structure and arrangement, The earliest chants

-

. : o]
of such music are known as the RgK., Vedic hymns,

4, Ibid, p. 22.

5. O, Goswami : The Story of Indian Musiec, Asia
Publishing House, Bombay, 1957, pe. 7.
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The Rke Vedic chants were simple in form and
religious in character because they were sung in
the glory of some deitisss Music was thus born in
the spiritual depths of the contemplating vedic
Rishis and it evolved in the religious disciplines
of the Vedic Gaana, Early songs embody philoso-

. exprassive .
phical concepts, and are expssiemee of ethical precepts,
art-pulsations and social criticisms.6 Singing
thus came to be regar d ed by the Vedic people as an
"act of dedication, penance and worship"g7 for, as
Naushad points out, Mwhen you are lost in the realm
of the modes, you get a glimpse of the Brahman
activitya“8 That is ome big reason why art of
music in India has aluays beem an %ally and

illuminator' of religioh;g

Minister T.T, Krishnamach&ri, while
addressing the Inaugural Session of Music East
and West at Delhi in February, 1964, did rightly

., out . ) ..
point eay ¢ "Because in India music is a part of

6 'The Music of India® - by V,K, Narayana Menon
P.I, in Reading on Indian Music ed, by Gourie
Kuppuswamy and M, Haricharan, College Book
House, M.G. Road, Trivandrum, 1979,

Tre classicad Masie df-

7« Ibid, po 51 ,hlndia - Naushad

B, Ibid, p. 57,

9, Essence of Indian Music - by K.S5. Ramaswamy
Sastry, Ibid., pe. 53,
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India®s Culture, there could be no religion

without musigm—~==-w-~Saintly people, the meditative
seeTs often go to the length of saying that a man
who does not know music, who has not got any sar for

. s . 10
music, can?t ever attain salvation.®

He goes on
to opine that ?Indian music is philosophy. It cannot
be divorced from devotion, Then the pedastal falls
and then thers is nothing for it to stand,?
The early classical music of India contained
in the R,K, Vedic chants was "simple in form and
exclamatory in nature.12 In the beginning, the
vedic hymns were sung on one note only, Therefore,
the chants were called '&rchika’, The note used in
the chant was & 'raised! note then knoun as 'udatta?’,
Since the hymn was sung in the *udatta' swara, it was
nearer reciting than singinge It lacked melodic
life. This experience of one-note sing - song
chanting activity was soon utilized by the singing
seer, sometimes consciously and often unconsciously,
by adding or introducing into music certain gentle
cadenéﬁg to re@der music captivating, popular, and
charming, Thus it was that the laws of rhythm uvere
developed by the 'happy sequence of the long and

-, . 13
short vowels occuring in words,

10, "Music East And West?!, India Council for
Cultural Relations, edited by Roger Ashton,1966, p.4.
11, Ibid, p. 4.
12, 0, Goswami : The Story of Indian Music, Asia
Publishing House, Bombay, 1957, p. 3.
13. Ibid, Pe 40
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The Yanudatta?!, or not raised 'swara was then
the second ‘swara?®, Tudatta® and ‘un-udatta’
represent the two main pitches of vedic simgings The
sama-g@na or 'period of Tuning the S&@ma Veda®
reached and realized its next stage with <the
introduction of the balancing note betusen the
raised and the not raised note i.e., the 'Svarita
(Sounded) intratones The notes nouw became three @
Udatta, anudatta and Svarita?, This period of the
evolution of the musical tetrachord has gone doun in
Indian history as the Samik period of Vedic Music.14
The sarliest possible notes equivalent to thess
three wers Ma, Pa and Sa respectively, Besides,
the ancients were fully aware of the tonal unity
of these notes Ma- above ba— below, After the
discovery of this tetrachord they realized the high
degree of consonance which 'udztta, above and
anudatta - below had with the fumdamental note,

They alse found udatta to repeat below anudatta at
the same intervals, This was hou they came to
appreciate and determine the accuracy of interval
>’between uddtta' and *anuddtta’ uhich they call
"Antara’ or the difference between the two notes.

This went 2 long way im their bid to complete the scale.

'Rik Tantrag! - by Surya Kumar Shastri quoted by
0., Goswami (19573, Ibid, p. 5
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It merits appreciation that the basic
note of %shadaja® was then in the Centre of the
Scale, Only through the aid and use of the
interval between Udatta and Anudatta it became
possible to discover the seven notes of our
classical music, The completion of the scale uas
a milestone in the evolution of music in our
country, Thus music that evolved in the vedic Age
was both spiritual as well as non-spirituall,, It
was spiritual in the sense that it sprang up from
the deep silence of the meditative contemplation
of the rishis, without any effort on their part;
it ﬁas non=-spiritwal in the sense that the persons
who heard the song of Soul flowing out musically
from the meditations of Sages and seers, began to
hum that song with effort and imitation, thus
giving birth to new form of music. Thus the early
Vedic music streamed itself out in two main ways ¢
the spiritual and the human; but both these streams
were religious to the core in the sense that both
were put in the service of God as a way of worship.
The former came to be called "Deshi® and the latter

tMargi.® Religion was however at the base of both,



(37)

since it was essentially the religious inspirat-
ion that gradually fulfilled itself in the perfect
lodgement of the rishi in the subline state of
transcendental meditation and divine contemplation,
a state where from music sprang up and streamed
forth into various rhythmic, sueet and sonorous
singable patterns, Thus the Vedic Music, knouwn
today as Sama-gé@na, evolved through the mediumof
songs and singing processes of the hymn-singers and
hymn-chanters and their laus, materials and
processes conceived and formulated in due course,
are contained in three main Song-books, 'Grama-
geya-gana', 'Aranya-geye~gana?, and 'Gha' and *
TUhya~gdnas!, These three Vedic Song-books urites
Swami Prajmanmanda, uwere "really composed of three
kinds of Rks or collections of verses and those
Rks were 'Purvarchika', 'Aranyaska-Samhita?!, and
Uttararchika®™, Three verses were the sources or
womb {yoni) of the songs, These flowed out of the

musical chants of the mysticse

Ere we take up the discussion af esvolution
of music in the post-vedic era, it would be

desirable and noteworthy to fully appreciate or
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understand the real meaning and distinction of the
two forms of Vedic Music - Deshi and Margl noted
above, Swami Prajnananda does not seen to be right
when he subscribes to the Qieu held by Dr, A.K,
Coomarswamy in his book 'Christian and Oriental
philosophy of Art?! that 'The distinction of Marga
from Deshi is not necessarily a distinction of
aristrocatic and cultivated from folk and. primitive
art, but ome of sacred and traditional from profane

and sentimental art.“15

As already pointed out the
Margi Sangeet was meant for the seekers of the Seng
of Soulls, These Seekers religiously observed all
the rules of hymi-singing as were instructed to them
by the mystic Musiciams, the Vedic Rishis, In the
Sangeet Darpana, the highway Music is called as
Marga because it flowed from Shiva or Druhina and
was practised (Eﬁgxaqg by Bharata, Thus Margi
Music evolved as that branch of Vedic music which
vwas practised by the initiates into the mysticism
of the vedas, It was with great enthusiasm,

thorough observances of the rules, strict adherence

to the musical discipline laid down by the singing

15, Swami Prajfiaranandd : 'Historical Development
of Indian Music?; Firma K.L, Mukhopadhyaya,
Calcutta; 1960, pes 67,
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seers that the learners had to adept themselves

in the 'Margi' music which served as a pathuay to
God~realization, Thus it was that this music,
though sacred and religious, was called Margi., It
was neither profane nor sentimental as Dr, Coomarsvamy
points out and Swami Prajnanananda substantiates,
Dr. Coomarswamy is, however, right when he examines
the word 'Marga® from its root word 'Mrig' which
means to chase er hunt, sesspecially by tracking.
Precisely then, "a Margi?! singer is on the way to
self-realization through music, Margi music is
thus a non-spiritual but religiously inspired form

of Nadopasanae

Deshi music, has thus to be viewed as the
fusic of the Soul’y, For, this music is 'divine! in
originy orientation and expression. It is from the
Fount Eternal that this music flows out and streams
forth into various structural ferms. In Vedic

_terminology the word 'Beshika' stands for the
spiritual Master i,e., the Guru, The word desha
is a composite of *da' and isha® i.e., delivered
by Godo, In Srimad Bhagawat Gita it is clearly
mentioned that God is himself the music as well as

the source of Music ¢ (Lord Krishna says 3

TR S gf\g%,gi;r A
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Ishuaraha Sarva Bhootanam Hriddeshe-rjuna
Tishthati

i.es God resides in the heart-region of all the beings,

Somewhere else in the same scripture Lord Krishna

declares 3 %ﬁiFﬁ'%“ﬂ%@ﬁs%&T iegsy, 'l am the

Samaveda among the Vedas?,

By implication God manifests himself into
the sound principle and becomes music. And the
expression of music needs a vehicle., The meditat-
ing and contemplating hearts are chosen by Him as
the vehicles of the music that he iss Thus God is
both the Guru as well as music, Music, God and Guru
are inseparable, Spiritually speaking, God is the
music and God is the musician., Such music in which
God himself becomes the musician is called the

*deshi' musice

The fact 8Shat the ancient music of India
has been classified as "Wedic® and 'Laukik! also
substantiates the above assumptiord, Both the 'deshi?
and the 'Margi' music are the vedic music in as

much as they are spiritual in content and character,
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It would, therefore, be most appropriaste to regard
'deshi? music as the 'Music of Samadhi' and "Margi®
music as one that leads to it, The former is the
goal of the latter, The 'Chhandoka' of the Vedas
is the master Singer of the 'deshi® g&na. The
'deshi® is the goal, the 'Margi' is the highway to

it

On the basis of this assumption which has
its root in the spiritual experience of the reslity
as 1s mentioned in the mystical lore of India, the
'deshi' music should be appriciated and understood
as music of soul in Samadhi, The word ’deshi! in
Vedic age and literature did not mean local, It
would thus be worthy of us, as the progeny of the
sages and seers of India, to restore *deshi?® music
of the vedic times to the pride of place it enjoyed
with our Rishis, It would be arroneous to regard,
as Dr, A.K: Coomarswamy and Swami Prajnananda have

done, 'deshi® music as the music of the rustics,

Today, the word 'deshi' has suffered a
distortion in its meaninge The spell of time lies

at the root of it.
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A time there should have been when the
term *deshi?® and *Margi?® were understood in their
true perspective, A time there came when the term
Margi wsurped the real import and origimal meaning
of the term *deshi®, A time has come today when
the term ?deshi? had been emptied of its Vedic
implication and has been given a new connotation =
Today it stands for 'regional' music, A serious,
scholarly and deeper probe into the verses of
Brihaddesi written by the great musicolegist
Matanga reveals that the term 'deshi?® was used to

meanp and imply ?'Dhwani®, The shloka says ¢
%%‘éai "9’3:_%}3% w\ﬁﬁéﬁxﬁﬁ EIFRK

De'sey De'sey prabrttasau dhvanirde?®siti

Sanggitah,

Professor Arun Bhattacharya of Ravindra Bharati
University, Calcutta, points out that K,Szmbasiva
Shastri, the editor of Trivandrum eddition (1928)
of the MS Brihaddesi, which was first exhibited
from Travancore at the All India Conference of
schol ars and artists at Indore in 1921, vas the
first to guote the most significant shloka that

appears in the very first page of treatise.
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According to him Matanga equates the term "deshi'
with dhuani.16 To him dhuani is of supreme
importance, Matanga regards dhuani in its true
metaphysical perspective when he says that "dhwani
is to be regarded as the supreme source (yoni) and
the root of all that is; the entire world of inert
and alert matter is pervaded by dhwani.,® The shloka

says 1

< SR BT Ry S et T HREF |

Wﬁd%w:i WQW \

Dhuani, sa&s Matanga is of tuwo kinds:

Vyakta and Auyakta.:dﬁﬁzfgﬁﬁ%ﬁﬂfaTgﬁCEWFW?ﬁ%é&?“SWF:
The Vyakta dhwani is that which becemes manifest
when it is rendered vocslly after having heard

during the course of transcendental poise where

the dhwani is generating, It is the heart region

of different seers of music where dhwani becomes
Vyaktdy This is N&da-Brahma, The term 'deshi?

has thus to be understood as a fulfilment of

music and the term 'Margi! has to be viewed as

the pathuway discipline of classical music leading

16+ Professor Arun Bhattacharya : A Treatise on
Ancient Hindu Music, K,P, Bagchi & Co.,
Qalcutta; 1978, p. 54,
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to it - The vedic music is thus *deshi' and
'Margi?, 'Margi? is the devotional discipline

and 'deshi’ is the fulfilment thereof,

In this context slone these two terms
merit recognition and deserve to be appreciated
in that very light where ever they appear in the
epoc making treatise of the great musicologist
before and after Bharat, Take, for example
'Manglacharana® of Sharangdeva in his monumental
work Sangeet-Ratnakar wherein the author prays
and bows doun to Lord Shankar Manifest in Nada-
Forms It is this Mystical root which has to be
borne in mind when the three verses (22nd to 24th)
are brought under scrutiny, The *Margi® and
*deshi® terms will then certainly yield meaning
which is spiritually delivered by the Sage
Musicians right from the ancient times, As far
as the term Marga is concerned the critics of the
musicological text have done some justice at least
in the sense that it is taken in the sense of
ﬁgr?athuay’. Professor G,H. Tarlekar, while
commenting upon the twenty second verse referred
to above in his three - Volumed commentary on

Sangeet Ratnakar, regards "Margi! music as one
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leading to self-realization. | But he falls into
the common error of the present day writers in
regard to defining "deshi! music; he equates 'deshi’
with regional mUSiCa18 This is a sheer distortion
of the original meaning implied in the term 'deshi’.
To explore and arrive at the true definition of
'deshi®, one has to keep in mind the supreme source

of all music,

It is in this context that we shall have
to redefine these two terms, restate the supreme
objective of our classical music and then briefly
spell out the various streams and structures that

flowed forth from the vedic music till dsate,

Dr. Narayan Menon writes 2 "In the highest
conception of arts, in India, religion and art are
synonymous, This would be in accordance with the
rationale of a hieratic society, Music is an

r19

instrument in the realization of God, There is

17. Prof, G.He Tarlekar 2 "Sangita Ratnakar by
Sarngadeva! - A Commentary in Marathi in three
columes, Maharashtra Rajya Sahitya Sanskriti
Mandal, Bombay, I ed, 1975, Vol, 1, verse 22,
Poe 15 , ’ :

18, Ibid, P. 13
19, Dr. Narayan Menon: The Evolution of Indian Music,

Article published imn Music Mirror, May 1958,
Hathras, Vole 1 Nos 5, ps 2,
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a well known saying that God can be worshipped only

when th worshiper becomes god -:QQYﬁca\tﬁf Sﬁéa\\

The Golden Age -~ 5th to_12th Centuries

The golden age can be fixed at the 5th to
the 12th centuriese. It is the glories of this
period that are codified im the monumental Natya
Shastra of Bharat, After that we come across
statemenf such as Tonly that which accords with the
camons is beautifwul in the eyes of the discerning,
not that which pleases individual fancy?, This
implies a negation of the living relation of art to
life, From now on music will have to be created,
appreciated and criticised in its own terms,
Dangerous theories of 'Formatism®' began to appear,
The ossification of the leisured class who alone
had the cultural background necessary for critical
appreciation develops 'Precocity®, The only thing
which conditions favoured was the development of
techniques The coming of the Muslims led to
interesting developments in the North., The Muslims
brought with them a very subtle art. The Persians
had by the 10th century developed a singularly

complete melodic scale, Their impact on Indian
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music had strange effects, Indian music assimilated
the new forces and theories, A delicate Muslim
superstructure with fine curves was given to the
robust body of Hindu music. The dominating and most
impartant figure in this regeneration was Amir
Khusro who settled in India in the 13th century and
who was a great fertilising formin Hindustani music,
He discpbvered some importamt and useful musical

instrument s,

The South, untouched by the influence of
Islam kept up and developed the older and the more
traditional style, The difference betueen the North
and the Seuth today is mainly a difference of style.
Instrumental music is more developed in the North,
The North has also brought into the main current a
temporal element uwhich has had a healthy effect,
Both have their basis in the same system, both turn
to the same sources for their authority; both

represent pure meledic gystem,

One or two fundamentals should aluays be
borne in mind, The first is that this music is
conceived totally outside the Western system of
tonality, There are no absolute values in Indian

musice Pitches and intervals are purely relative
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and bear no relationship to any staple standardse.
This music can be called PModaly but it is modal
only in a technical sense, It is poles a&sunder
from the modal music of the Greeks or medival
gecclesiastical music, To compare it with Gregorian
musical chants is to overlook significant factors
not merely to rhythm and construction but even of
the whole conception of the music, The second
fundamental point connected with the first is that
Indian music is purely melodic, This factor
governs almost every aspect of Indian music - The
construction of the Melody, the varieties of rhythm,
the preponderance of vocal music, the nature of the
accompaniment, The importance attached to
improvisation and the absence of any serious

concerted music,

Purely melodic music means music which
neither needs nor implies harmony, Harmony
affects the structure of melody itself and it has
become almost impossible for a Uesterner to
concgive of Melody without the implications,
tacit or explicit of a harmonic systems In
western music, 2@ melodic line is really the top

or the surface line of a carefully constructed
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harmonic structure, Thus in the building up of
melody, the harmonic implications of substantive
and passing notes and the relationship of these
play an important part, Also, western melody has

a tendency to develop round notes which are
harmonically related to the Tonic, Indian music
tekes no note of these things and is sven refactory
to laws which govern Western Qelcdy. Thus the
contrast between the Major and the "Miror'! used

so effectively in the Western music would be
meaningless in Indian music, unless it is emphasised
and graduated by subtle shades of intonation non-

existent in Western musici

If this music sounds strange or exotic to
the west, it is because the west has lost the ear
for pure melody and the feeling for just intonation,
The use of quarter tone and smaller intervals is
significant heres There is no such thing as an
exact 'quarter-tone! in Indien music, Enterprising
musical enthusiasts who build key-board instruments
which can play guartertones only make things more
difficult, The microtones of Indian music are
produced by subtle shades of intonation by which a
'sharp?! is oftemn slightly sharpened and a 'flat’
flattened,
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Regas - The basis of this melodic system
is the Raga, The parallel to the uword Raga in the
west is 'Mode', But a Raga is a much more definite
concepts In a rag®@ not only 2re the notes used
important but even the ssquences of the notes are
important, There are accented and unaccented notes.
There are 72 fully septatonic ragas and in all these
the fifth is constant; Thirty six have true fourths;
36 augmented fourths, This represents the maximum
possibilities of a comparatively modern system of
classification in use in the south, Each one of
these 72 ragas forms the basis for several derivative
Ragas, Some pentatonic, some hexatonie, 1In all,
about 400 have been classified and are more or less
in actual use, Accidental notes are rare, but uhere
usedy form an integral part of the Ragas. Tala, the
basis of Indian rhythm, is really a measure of time.
Talas can be symmetric or asymmetric in shape,

Often a bar is made up of say 4-2-2 (Adi Tala) or
5-5~4 Dhamar of Hindustani tala.Vlariations of talas
do not always proceed in geometric progression, A
variation of the Carpatic,~— Aditala will be 5-2-2
or 3-2-2, There are accented and unaccented beats
within a bar, For e.ge in the Karnatic Adi tala

(4=2-2) the 1st, 5th and 7th are strongly accented



beats, All

to 2accept symmetries of rhythm which are harmonic

planning necessitates, The purely melodic concept

is.a capacity of the human voice, Thimﬁiﬁizsfgwwdu&dhéﬁ;i
Indian music is, thus, its sung mUsiCLiS not highly Pwn*
developed in India, In variety and even in sheer
numbers, India has as meny instruments in everyday

use, as burope, The best of these instruments are
capable of subtleties of intonation and nuances in

excess of any instruments, But they all play - and

this is where the preponderance of the vocal element
comes in music which is essentially vocal in

conception,

The laws which govern vocal and instrumental
music are identical,y So are the styles of improv-
isation, The singer or the instrumentalist is the
centre; the figurehead of the musical idea, The
highest art is purely contemporaneous and every
muscian is a creative artist in the fullest sense
of the word and not merely an interpretative one as
in the west, The singer's voice is capable of
tremendous agility and is trained to achieve a

purely ?white?! tone. Beauty of tenes as such is
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comparatively unimportant, To an Indian musician,
*ypice' is no more important than, say, handwriting
to a poete In this highly creative activity what a
musician simgs is more important than hou he sings
it, He is hardly esver a vehicle for the expression

of other pesple’s ideas,

This pattern is natural to a society uwhich
has been essentially static, not stagnant, but static,
as opposed to dynamic, A static society could have
produced no other, It is a sophigticated and within
its limits, rich patterns European civilization upto
the Renaissance presented a more or less similar
order, though it did not reach the same level of
sophistication, Then came tremendous social,
political and economic upheavels - the Renaissance,
the Reformation, the Industrial Revolution.
Renaissance means the emergencp of the individual -
The Reformation, the beginning of serious criticism,
Individual comprehension makes room for the
community, Art becomes secular, music develops
tonality. It moves out of the pd@le of the church,
This democratization is advanced to a further stage
by the Industrial Revolution, Orchestration

develops in musgic,
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It is a transformation of somewhat similar
kind that is happening in India now, from a feudal,
static to a democratic dynamic society, The early
superficial Angliciastion had only a someuwhat
reactionary effect, It meant a top~heavy educational
system,land ugly type, Vernacular literature became
discredited, Indian styles of architecture fell into
desuctude, R Mongrel school of painting sprang up
which looked to the more respectable victorian R,A's,
for inspiration, Ravi Varms was the shining light
of that period, But after the first period of
confusion, disillusionment and decadence began the
awakening of Natiomal eonsciousness - a consciousness
which meant pride in national institutions and a
gener%}{;generation of the arts set in. After a
long period of political and economical confusion,
the attempt to rediscover our real bearings has
starteds History is mixed with legend, aesthetics,
confused with dogma; theory with formalism, execution
with rigid canons, Prof, Bhatkhande collected and
codified all the existing material in a scientific
manner on music, DOr, 0,C, Ganguly, the authority
on painting, gave us new perspectives, Music
Academies are making the ancient texgts available

to the public, There are commercialisations and
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vulgarisations in the field of cinema, but even
they present a groping touards dynamics., Vishnudas
Shirali, Ravishankar and Jayarama Iyer's orchestral
renderings are quite successful. A complete
re~orientation in social outlook would vitally

affect the musical structure,
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