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INTBODUCTION 



Verbal language, is undoubtedly, man's most important and 

characteristic means of communication, but it is not the 

only one, nor necessarily, the most expressive one. My endea­

vour in this work has been to explore the immense expressive 

potentialities of music, and in that light bring out the 

significance of music and musical experience. 

1. But before going on to say what I have done, I must, first 

of all, clarify what I have not done, and this I believe is 

necessary, because the title of my dissertation is somewhat 

misleading. The title "Language of Music", could roughly 

raise two kinds of expectations. One would be, to expect a 

discussion of the general problems of philosophy of language; 

and the other, taking music to be a kind of language, a dis­

cussion of the structure of music, of meaning in music in 

musical terms, the possibility of a vocabulary of music and 

so on. Although I do touch on some of these problems in the 

course of my discussion, I have not discussed any of them 

at length. This is so, because my intention has not been to 

analyze the concept of language, and see whether music can 

properly be called a language or not. My primary conceiti has 

been to understand expression in music, and the significance 

of musical expression, and the relationship between musical 

expression and life in general. 



2. In the first chapter, I take up the general philosophical 

problem of the identity of a work of music* It may be said 

that, of the identity of a vork of art, two kinds of ques­

tions may be asked — one metaphysical, and the other logi­

cal. My concern has really been with the logical question, 

which may be of the form; "What in actual fact, are the cri­

teria of identity of a particular work of art?" I have 

shown that a work of music is a generic entity, and a parti­

cular performance of it, is an element that comes under the 

generic entity, I have come to this conclusion after having 

made a distinction between three different kinds of generic 

entities namely, a tjrpe, a class and a universal, with 

tokens, members and instances as their elements respectively, 

and seeing that, a musical work could be said to be closest 

to the generic entity called type. An important characte­

ristic of the type/token relationship is that, a type and 

its tokens may not only share properties, but properties are 

also transmitted from one to the other. However, although 

all properties of a token may be transmitted to the type, 

it is not necessary that they will do so. In fact, it is 

necessary, that not all properties should pass from type to 

token, although any single property might do so. This point 

is of great importance in music, for it brings out a salient 

feature of music; that of the possibility of any number of 



new interpretations of a given work of music. In fact, it 

may be said that the very nature of music as a creative 

art would be distorted if there were no such possibilities. 

To emphasize this point, I have briefly discussed Susanna 

Langer's contention that a musical composition is essen­

tially incomplete, i.e. it needs completion through its 

tokens, I find the Langerian view unacceptable, for, to 

suppose that something is incomplete, necessarily implies 

that it is, in principle, capable of being completed. But 

any attempt to complete a musical work will have the 

unbearable consequence of introducing a degree of mecha-

nicality to a musical performance, which in fact is alien 

to it. This is all the more evident in the Indian Classi­

cal Tradition, for here any attempt to introduce "comple­

teness" to a musical work will reflect 9. total misunder­

standing of the very tradition. Hence it may be said that 

interpretation in music is open ended, and for music to be 

music, it must be impossible to delimit the possibilities 

of new interpretations. 

3. In the second chapter, I take up the more specific pro­

blem of emotions and the expression of emotions in gene­

ral and in music. I have said that though language is the 

most characteristic means of expressions, it is somewhat 



inadequate in expressing that which contains too many 

minute, yet closely related parts. There are certain emo­

tions and delicate nuances of emotions which cannot be 

projected into discursive forms, and it is music, which 

shares the same properties of dynamism as emotions, which 

is better equipped to do this. In this connection I have 

briefly discussed the concept of emotion and expression 

and have attempted to draw up a distinction between an 

emotion and a feeling or a sensation, and also between 

natural or conventional expression from expression in 

music. 

The expression of an emotion forms part of our understan­

ding of the emotion, An emotion may thus be said to be an 

organic unity or what might be called a "hermeneutic mesh" 

of the feeling, the expression of this feeling, and the 

object of the feeling. In bringing out the differences 

between a feeling and an emotion, I have shown that it is 

essential for an emotion to have an object of reference. 

But in bringinothis idea to bear on music, there appears 

to be a difficulty, for in music especially instrumental 

music, there is nothing which might be said to be the 

object. It is seen however, that in art the expression of 

emotions is different from that in real life and the 



depiction or preaentation of an emotion Isi possible without 

bringing in all the elements of meaning of an emotion; The 

creative potential of music la such, that while primarily 

presenting the feeling or lahiv̂  associated with a particu­

lar emotion, it points inevitably to a completeness of the 

hermeneutic oirclei Further^ It may be said that the gibaence 

of an object does not detract anything from the musical 

expression of emotions, for music expresses not the faoti-

city of an emotion, but rather, it captures, or tries to 

capture the prana or essence of an emotion. 

Towards the end of the chapter, I take up the discussion of 

whether the emotions expressed in a piece of music are 

those of the performer's or the composer's, Ŵr contention 

has been that it is not. Besides raising the rather usual 

objections, I have also shown that perhaps one main reason 

why emotions are attributed to the composer or the perfor­

mer, is that it is thought that an emotion expressed must 

have an object, but I have already shown that it is possi­

ble to have an objectless expression of emotions. Another 

objection that I have raised, and one that haS bfeen various­

ly emphasized by different philosophers IS to do with 

music^s expressiveness. I have shown that to attribute 

expressiveness of a musical piece to the Self expression 

of the artist is to make musical expressiveness an extrinsic 



feature of a piece of music, when in fact it is built into 

the music itself* 

V. In the third chapter, I take up the discussion of two rela­

ted questions raised in the previous chapter. They are: 

(i) Can specific expressive properties he attributed to a 

piece of music? and (ii) Is the specific property so attri­

buted, dependent on any particular or specific aspect of 

the musical work? My intention has been to show that it is 

the 3th9.yibhavay which determines the expressive character 

of a musical work. The 3 thayibhava is the basic persisting 

emotion which binds together, the total aesthetic situa­

tion of a musical composition and which guides the entire 

structure and form of a musical work. The sthayibhava could 

thus be likened to Langer's "commanding idea", for in its 

expression the entire structure as also the emotive charac­

ter of a musical composition is created. 

After having discussed sthayibhava. I have made an attempt 

to specify the musical elements in a raga through which 

the sthayivhava or the permanent mood could be sought to 

be embodied. Though the most obvious choice here seem to 

be the vgidi and samvadi notes of a raga, I have shown that 

it is the pakad or the catch phrase of a raga in which the 

sth^yjLbhava could be said to be embodied. The reason for 



my choice is that in Indian music the unity of the entire 

rendering of a raga is a flowing unity, and it is the 

srutis which give this flowing quality to a raga. Moreover 

it is the subtle intricacies of expression of the different 

î rutis. which give each raga an individual character, and 

help to present and accentuate the mood of the particular 

emotion being presented. In musical terms, the Pfikad 

because it shows the characteristic use of irutis of a par­

ticular raga, is better suited to suggest and bring out 

the emotive flavour of a particular raga. But though I say 

that it is the nakad through which, the sthavibhava could 

be said to be presented, my intention is not to suggest 

that these musical elements can be separated from the whole, 

k raga is an organic unity, and the nakad enhances and 

accentuates the sthavibhava. but the sthavibhava is not 

confined to particular aspects only, but permeates the 

entire musical work. While discussing sthavibhava. I have 

drawn up a distinction between sth^vibhava of a musical 

work and the rasg. of the work. It may be said that, while 

the sth^yibhava is that which determines the basic form, 

structure and mood of a musical work, rasa is the result­

ing relish which the said mood brings about. Rasa is the 

resultant of an aesthetic configuration, hence it is not 

an emotion, not even a primary emotion, but that which 

vitalizes an emotion. 
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5, In the fourth chpater I take up for discussion a somewhat 

different but important topic, that of evaluation in 

music. 

When a piece of music is appreciated or evalued, it 

appears to be done so in reference to some valued charac­

teristics. My endeavour has been to discover whether 

there are in fact such characteristics or properties of 

musfc which are considered to have intrinsic value. Having 

been arguing for the stand that music expresses emotions 

the question posed has been of the form, whether any emo­

tion or emotions can be said to have intrinsic value? 

Before attempting an answer to this question, I have 

dwelt on the general problem of aesthetic evaluation, I 

have maintained, that though the critic or would-be cri­

tic does not evaluate a work of art by applying a set of 

fully articulated, readily available set of principles or 

standards, yet comparative evaluation is possible, and 

general claims about norms do get made. One such claim 

has been to show that art of any kind must present 

"truth". In literature the truth could be said to be 

insights into human nature, in the visual arts "essraices" 

and So on. 



Music has frequently been thought to he connected with 

the spiritual and thence -with the moral. The claim would 

then he to show that the "truth" of music is the moral 

and spiritual message that it conveys and the effect tbat 

it is meant to have on the listener. It may be said that 

while the moral and the spiritual go together, they are 

not logically connected with one another. However, though 

the spiritual and the moral are distinguishable, the only 

available criterion of authenticity of the spiritual is 

the moral. It is easy enough to see how spirituality 

comes into music, in fact, it may be said that, the spi­

rituality of a piece of music is something which cannot 

be separated from the piece of music itself. The problem 

is to show how morality is connected with music, such that 

the aesthetic appeal or aesthetic merits of a musical work 

is not lessened. 

I have attempted to show that morality which can be shown 

to be welded with the aesthetic, consists in the indivl-

dual's progressively altering one's consciousness towards 

"unselfishness" or towards what I call "unselfing". In 

music, the meditative prayerful beginning of a khayal 

and the final letting go of the conclusion are symbolic 

of this "unselfing", of the banishment of the ego and 
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self deceiving fantasies* One way in which art and music 

is alDle to progressively alter one's consciousness 

towards unselfishness is by virtue of something it shares 

with nature — a perfection of form which invites unpos-

sessive contemplation and resists absorption into the 

selfish fantasy life of the consciousness. Thus it is 

said that great music transcends selfish and obsessive 

limitations of personality and can frequently enlarge the 

sensibility of the heareri 

6, An interesting question that arises in connection with 

problems relating to evaluation of music, ia that of sen­

timentality in music. I take up a brief discussion of 

this question in an Appendix to Chapter Pour of the dis­

sertation. I endeavour to show that sentimentality results 

not so much due to the over indulgence of emotions, as 

due to raisintepretation of reality. Another way of put­

ting it would be to show that sentimentality results from 

overstating or over-attending to the dramatic quality of 

experience and neglecting the mundane aspects, when 

rightly life consists of both types of experiences. Over-

attending to a certain aspect and neglecting others 

results in making that particular aspect static, and this 

is what happens in music. 
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Langer has said that music is an "unconsummated symbol". 

Unconsummated could be taken to apply to music whose poten­

tiality for expression has not been exhausted, or has not 

become supersaturated, and when music's potentiality for 

expression is not exhausted, its dynamic flow is also not 

arrested. Sentimentality in music is to arrest music's 

dynamic flow, which is again the result of exhausting all 

potentialities of expression. 

It is then not the feelings and emotions which make a 

musical work sentimental but how they have been presented, 

and how they have been presented is again dependent on how 

one understands them. To avoid sentimentality in music, 

an emotion must be seen in its proper perspective and in 

entirety, for only when an emotion is taken in isolation 

that its flow is restricted and in music, creativity is 

arrested, 

7, In the concluding sixth chapter, I make further remarks 

about the connection of music as a form of art and morali­

ty and spirituality. These remarks are made against the 

background of the Theory of RasaS, and the scheme of puru-

sharthas in Indian Philosophy. In this connection I rei­

terate my stand that music is an autonomous form of art. 
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There could be said to be two senses of the idea of auto­

nomy: (i) That music is not connected with anything extra 

musical; (ii) that music does not need the help of any­

thing else in its expressive function. It is obvious that 

I do not accept the alleged autonomy of music in the first 

sense of the term but rather uphold music's autonomy in 

the second sense. The second sense implies that music is 

complete in itself, in the sense that in its expressive 

function it does not need the help of anything that is 

essentially non-musical, I have pointed out that it is 

perhaps an overemphasis on the causal powers of music that 

has led many to reject autonomy of music in the second 

sense. It is important to note that music is not a mere 

instrument of causal manipulation, although attempts can 

be made and are made to do this. 

Another way of rejecting the autonomy of music would be 

to show that music cannot be an autonomous form of art 

because it is incapable of presenting all the r9̂ 9.3 inde­

pendently. In a way this may be true for rasas like 

vibhatsa and adbhuta to be properly presented in music 

would require the help of non-musical contexts like dance 

or drama. But there are other rasas, the chief ones being 

^rngara and karuna, which are capable of purely musical 
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presentation, I have attempted to bring out the signifi­

cance of this by showing that a possible, -what might be 

called "interactive" hierarchy of the r^s^s^ could perhaps 

be worked out on the basis of how any rgisa informs the 

others, so that they become appropriate objects of aesthe­

tic presentation, I have shown that it is /rngara £asa, 

which could be said to perform this supremely unifying 

and vitalizing role. Hence the fact that there may be some 

yasas which may not be amenable to purely musical presen­

tation, is not something that can affect the wholeness of 

music, for such ras^s in any case cannot be proper sub­

jects of aesthetic treatment in isolation, but need to be 

unified by s.rnga£a» and /rngara is an indisputable subject 

of total musical treatment. 

Lastly, I have tried to bring out the significance of the 

rasasy more precisely /rngara rasa, by making an attempt 

to connect the ras^ with the scheme of purushg.ythajs, The 

•purusharthas could be said to be an attempt at a philoso­

phical definition of the concept of man. The significance 

of the purusharthas lie in that it is logically impossi­

ble to conceive of a state of human existence, or to con­

ceive of a man who is not involved in some way with the 

pursuit of the purusharthas. While maintaining that the 
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puruaharthas^ l i k e the raSaa and the v i r tues seek, by 

t h e i r very na ture , uni ty and completeneness in a mutual, 

l i fe-enhancing, " i n t e r ac t i ve" i n t e r - r e l a t i o n s h i p , I have 

shown tha t aes the t i c pursu i t i s p r inc ipa l ly pursu i t of 

^§ma» I obviously do not take the narrow view of Y^Si 

but kama aS tempered by dbarmay and in t h a t l i g h t kama a s , 

love of o the r s , of na tu ra l ob jec t s , of objects of a r t and 

of God, ^ d I have shown t h a t the rajsa connected with the 

experience of such love i s /rftgar.a. Hence i t may be sa id 

tha t while aes the t ic pursu i t i s a t r u l y human purs i i i t , 

i t s product —the aes the t i c object as well as i t s enjoy­

ment, i s the embodiment of the ras^ of t h a t , which holds 

human l i f e together . And as t h i s rasa finds i t s pures t 

expression in music, music affords us more than a l l the 

other a r t s , int imations of moksha and g^anda. 



CHAPTER - I 

WHAT I S A WORK OF ^eSIC? 
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In this chapter I shall concern myself with the general 

philosophical problem of the identity of a work of music. 

The problem is general to all works of art, although the 

answer given to the identity seeking question, "what is a 

work of art?" may he different from one kind of art to 

another. 

1. In what I have to say in the following pages I am guided 

primarily by an argument of Richard Wollheim's in his 

rather difficult and terse essay entitled Art and its 

Ob,1ects. One may distinguish between two kinds of ques­

tions concerning the identity of a work of art. They are 

very roughly: (i) a metaphysical, and (ii) a logical ques­

tion. The metaphysical or ontological question might have 

the form "Is a work of art a physical or a non-physical 

object?" — The logical question might be thought to arise 

after we have settled the metaphysical question and it 

is this, "what, in actual fact, are the criteria of iden­

tity of a particular work of art?" However, both these 

types of questions are inextricably linked up and an 

answer to the one would, in most cases, imply an answer 

to the other. 

In the case of music^ as generally in the case of all per­

forming arts, the answer to the first question is easy 
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enough. It may be thought that a musical work is identi­

cal with a particular performance of it, just as it may 

be thought that, for instance, a novel is identical with 

the particular copy of the novel that I have with me 

(although one must, of course, note here that a novel 

does not belong to the class "performing arts"). The 

mistake here is quite apparent and can be shown in seve­

ral ways. One of these ways would be to point out that 

one may find fault with a particular performance of a 

musical composition without thereby implying that the 

musical composition is itself faulty in a similar way. 

Correspondingly, to have, for instance, lost my copy of 

the novel Anna Karenina is not to have lost the novel 

itself. The important point to realize is that there are 

two distinct ways of talking about works of art, at least 

in the context of the performing arts such as music; in 

one way of talking about it we speak of the work of art 

itself, and in the other way of talking about it, we 

speak of a particular performance of it. Although in 

practice these two ways are occasionally mixed up, they 

are nonetheless logically distinct. 

3o, if a musical work is not to be identical with a 

particular performance of the work, one can perhaps 
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quite safely say that it is not a physical object in the 

sense in which the particular performance might be thought 

to be a physical object i.e. in the sense that it, the 

performance, must have a spatio-temporal location. Nor 

is a musical work to be identified with the notations 

made by the composer, in case he does so decide to make 

them, for the very simple reason that these are simply 

marks on a piece of paper and as such are not h^ard. Per­

haps there is no need to labour this point because of 

its obviousness, the point, namely, that a musical work 

is not a physical entity. 

2. A more important question, however, for my purpose, is 

what I call the logical question about the identity of 

a musical work. I think a careful answer to this question 

will bring out some powerful peculiarities of music as 

a form of art. In attempting to answer this question I 

follow once again the lead of Richard Wollheim. 

We might begin by making a distinction between a genera^, 

entity, or more correctly a generic entity and elements 

that come under this generic entity. And a general 

answer to the logical question "what is a work of music, 

say, a khaval?" might be as follows — the khaval is a 

generic entity, and a particular performance of it is 
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an element that comes under the generic entity. But it is 

important to distinguish between three different kinds of 

generic entities, A generic entity may be a type, a class 

or a universal. Types have tokens as their elements, 

classes have members and universals have instances. An 

example of a type would be the ambassador car and a par­

ticular ambassador car is its token, an example of a 

class would be the class of sweet smelling things with 

any sweet smelling thing as its member — and an example 

of a universal would be redness with its instances being 

particular cases of the colour red. 

3. The distinction between these three generic kinds of 

entity may be more illuminatingly made in terms of the 

kind of relationship that there is between their elements 

and them. One might say that the relationship varies in 

the degree of what Wollhein calls "intimacy", or "intrin-

sicality", that an element might have with its corres­

ponding generic entity. Thus the relationship between 

the members of a class and the class may be said to be 

the least intimate or intrinsic. The relationship between 

a type and its tokens is perhaps the most intimate; with 

the relationship of a universal and its instances coming 

somewhere in between. A universal must be present in all^ 
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its instances, thus redness must "be there in all red 

things, A type also must he present in all its tokens, 

hut a type is itself frequently thought of as some kind 

of token which is not the case with the universal and 

its instances. Thus the ambassador car is itself frequen­

tly thought or as a particular ambassador car. 

To carry on this rather dreary discussion a little fur­

ther. The different kinds of relationship that we have 

been considering between an element and its corresponding 

generic entity are also reflected in the different ways 

in which properties may be shared between an element and 

a generic entity, k generic entity and its elements may 

Just haEgen to share certain properties or it may be 

that an element has a property because the generic entity 

has it and vice versa. In the latter case we might say 

that properties are transmitted between an element and 

the generic entity. Thus between a class and its members 

there are no transmitted properties, although they may 

happen to share properties. For instance, the class of 

large objects may itself be large but this is a property 

which is not transmitted from the member to the class or 

the other way round. The class of large things is not 

large because its members are large. The fact that they 
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share this property is purely fortuitous. Between a type 

and a token and "between a universal and its instance there 

are usually a large number of shared properties and most 

of these shared properties are also transmitted. In the 

former case the number of transmitted properties is 

greater than the latter. For instance, what we might call 

necessary properties of an instance or a token (necessary 

because the token or the instance has these properties 

simply by virtue of the fact that they are tokens or 

universals) are not transmitted between an instance and 

its universal whereas they are transmitted between a 

token and its type. Thus an instance of red is itself red 

by virtue of the fact that it is an instance of the uni­

versal redness, but of course it cannot follow that the 

universal redness is itself red. On the other hand, if a 

particular ambassador car is, for instance, rugged because 

it is a token of the type ambassador car It follows that 

the type itself must also be rugged. 

The point of all this rather abstract discussion has 

simply been to say that a musical work is a generic enti­

ty, which is closest to the generic entity we have called 

type and particular performances of the work are the 

tokens of this type. This is perhaps not absolutely accu­

rate in view of somethings that I shall say a little 
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later on, but for the purposes of the question with which 

we began this discussion it is perhaps accurate enough. 

hi Having made this point, the important question now to ask 

is, "How do types come into being?" There may be a great 

variety of ways in which types may come into being, but 

one can perhaps say this as generally correct: we feel 

the need of a type under circumstances in which we can 

correlate a group of particulars with a piece of human 

invention. And this covers a wide range of cases, a range 

which may have at one end of it the creation of a parti­

cular, say, a song, which then is perfonned, each perfor­

mance then being a token. At the other end of the range 

we may just have a set of instructions which can then 

generate indefinite niimber of tokens e.g. the khfiyg.1 or 

the thumri or the symphony. 

We have already seen that a type and its token may share 

properties. Moreover there are properties which are trans­

mitted between tokens and their types and vl^e versa. It 

is important to make, for an understanding of the gene­

ral nature of music, the following points about proper­

ties that may be predicated of a type. These are (i) there 

are no properties which cannot, in principle, pass from 

the token to its type, i.e. everything that can be 
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predicated of a performance of a musical work can also be 

in principle predicated of the work itself. If the per­

formance is, say moving or rousing, the work itself may 

be moving or rousing. (Here of course we are leaving out 

a consideration of properties which a performance has by 

virtue of its being located in space and in time), (ii) 

although all properties (leaving aside the spatio-tempo­

ral properties, of a performance mentioned in the paren­

theses at point (i) above), of a token may be transmit­

ted to ttie type, it is not necessary that they will all 

do so. This, taken along with the next point, brings out 

something of great importance about performing arts par­

ticularly of music and drama, (iii) It is necessary that 

not all properties should pass from token to type, although 

any single property might do so, Anong the properties of 

which it is necessary that they should not pass from 

token to type, are the properties generated by the act of 

interpretation or rendering of, say, a particular piece 

of music. Such properties of a token might be said to 

belong to the token in excess, as it were, of the proper­

ties that it has by virtue of being a token of the type 

in question. 

?. It will, I think, be true to say that every performance 

of a piece of music involves interpretation. A purist in 
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music criticism might say that there is at least one per­

formance of a piece of music which cannot involve any 

interpretation and this is the very first performance of 

the piece of music in question. Thus it may be said that 

every recital of the Raga Darhari involves interpretation 

except its very first recital hy Tansen. A little reflec­

tion will however show that this is not correct, for even 

Tansen's rendering of the raga is hut an interpretation 

of it. 

A question that might be raised at this point is, "Does 

this fact about the necessity of interpretation make the 

performing arts, and music in particular, radically dif­

ferent from other kinds of art?" The question is compli­

cated by the fact that performance itself is an art 

apart from "tiie work of art which is being performed. How­

ever, into the complications raised by this point, I do 

not wish to enter at this stage. Here I would like to 

consider an interesting remark relating to the point 

about interpretation made by Susanne Langer, 

6. Langer thinks that a musical composition is essentially 

incomplete: it needs completion through its tokens. The 

implication of this is that a work of music is necessa­

rily defective, unlike the case of other forms of art. 
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This way of looking at the matter distorts, to my mind, 

the very nature of music as a creative art. Also it 

exaggerates the differences in this respect, which 

undoubtedly do exist between the performing arts and the 

other forms of art. To take the latter point first, the 

point about "the essential incompleteness of a musical 

composition", may be restated in the following way. In 

music the composer cannot enjoy the kind of freedom over 

his work that, for example, the poet does over his poem. 

The composer must, of necessity, concede some freedom 

to the performer, but is this really so? Is it not the 

case, even in the case of poems, that a poem can be in­

terpreted or taken in different ways? In fact one might 

even say that this is an inalienable mark of all great 

poetry. It might perhaps be said that the fact that a 

poem can be taken in different ways is not a limitation 

of poetry itself as a form of art but is a function of 

the inadequacy of any particular reading of it. It is 

possible to think of the definitive interpretation of a 

poem, which, when available, becomes its correct meaning. 

This claim however cannot be sustained, if not for any 

other reason, for the simple reason that interpretative 

openness of a poem can, in practice never be ruled out. 
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Even if however the point that the control of the composer 

on his work is less than the control of a poet over his 

poem is granted, a serious acceptance of the Langerian 

claim about the essential incompleteness of a musical com­

position leads to consequences involving a radical revi­

sion of the very idea of music as a form of art. And tiiis 

brings me to the first point made above. 5o suppose that 

something is incomplete necessarily implies that it is, 

in principle, capable of being completed. Now suppose one 

were to undertake the task of completing, in the Langerian 

sense, a musical composition. This would involve the com-

posei indicating every single detail of how it is to be 

performed. Perhaps in the case of Western Classical Music 

this is imaginable because here the modern practice is 

for the composer to write down at least every note that 

is to be sung or played on an instrument with some indica­

tion of how it is to be done. One can think of the same 

process being continued until we have a work over which 

the performer has no freedom other than to follow to the 

minutest detail the instructions of the composer. But 

this will have the intolerable consequence of introducing 

a degree of mechanicality to a musical performance which 

is, in the ordinary view of things, alien to it. To envi­

sage this kind of completeness of a musical composition 
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is also to imply the ultimate replacibility of the perfor­

mer by, say, the computer. Such a thing might indeed come 

to pass but what we shall then have will no longer be 

music in the normal meaning of this word, 

7. However when we turn to the Indian Classical Tradition, 

any attempt to introduce "completeness" to a musical work 

will reflect a total misunderstanding of the very tradi­

tion. Here in a composition in the classical mode the 

practice never is to indicate even all the notes that are 

to be sung or played on an instrument. The freedom of the 

performer here is an essential part not only of his art 

as a performer but is also a part of the idea of the work 

itself. Take for instance, the guru-shishya tradition or 

the gharana system of Indian Classical Music. The disci­

pline imposed by the gUru on the shishya always leaves, 

must leave, an area of freedom to the shj.shya in his per­

formance. For the first five or six years the shishya 

relies completely on the guidance of his guru who teaches 

the shishva everything individually and directly but gra­

dually the shishya learns to improvise, and then in the 

rendering of a raga he adds to his methodical musical 

training that which he draws from within himself. Simi­

larly the discipline of the gharana system must equally 
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leave room for the freedom of a particular member of the 

gharana. Ustad Bade Ghulam All Khan's renderings of Raga 

Rageshwari or Lankeshwari, Goonkali, and Kaushi Dhani 

could serve as revealing examples of this, where, while 

retaining the broad characteristics of Patiala gavaki^ 

the artist transcends the limitations of his own school 

showing that his individuality is greater than the tradi­

tion he imbibed. Pandit Bhimsen Joshi is another consum­

mate artist, who stands out as having added new dimensions 

not only to Kirana gayaki but to the entire tradition of 

Indian Music. In his rendering of Raga Shudh Kalyan, while 

maintaining the systematic note by note elaboration of a 

rag^, so characteristic of the Kirana gharang,, he adds 

intricate t^an patterns characteristic of the Gwalior 

gharana, and presents the raga with subtle innovation and 

rare artistry. The idea of the freedom of the performer 

then, is not peripheral but central to Indian Music. 

8, The difference between music or the performing arts gene­

rally and other forms of art implying the necessity of 

interpretative properties of a token could however be 

exaggerated. I have already indicated that the poet for 

instance, must "suffer", if that is the correct word, 

from a similar lack of control over his work. But this is 
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also largely true of paintings and sculptures. A painting 

may be taken in a great variety of ways just as a piece 

of sculpture may. And it is impossible to put a limit on 

the possibility of new interpretations. It only needs a 

genius, such as, say, Freud, to open up the possibility 

of generating a whole range of new interpretations in res­

pect of any particular work of art or any particular kind 

of art and one can neither predict the birth of a genius 

nor of course predict the new possibilities of looking at 

things that he might introduce into our awareness. How­

ever, there is one difference between the performing arts 

and others which it is iî possible to den:̂ - and this is 

that these arts necessarily involve human beings, as 

opposed to say pigments or stone or wood. And man's con­

trol over other human be:*-ngs can never achieve the degree 

of completeness that it might over pigments or stones or 

wood. 

What I have said so far is quite obviously far from being 

an adequate answer to the logical question about the iden­

tity of a work of music that I posed at the beginning. 

However I do not wish to pursue this question any further 

and would instead like to consider what I take to be more 

substantial issues about the understanding of music as 
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a form of art, and these are: the expression of emotions 

and their significance in a piece of m«sic, ti,e importance 

of the theory of Rasa, the idea of musical appreciation 

and the essence of a musical experience. 
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1. Verbal language is undoubtedly man's paradigmatic means 

of communication, performing a great variety of communica­

ting functions like stating, describing, asking, expres­

sing feelings and emotions, eliciting them, prescribing, 

ordering etc., but it is not the only one, nor necessarily 

the most expressive means of communication. Although words 

are our most important instruments of expression, in the 

world of emotions there are experiences which do not fit 

the grammatical scheme of expression, and then, it is 

apparent that our confidence in language as a means of 

expression is perhaps overstressed for it is somewhat 

limited in expressing that which contains too many minute 

yet closely related parts and too many "relations within 

relations", and certain emotions and delicate nuances of 

emotions which cannot be projected into discursive forms. 

As iSusanne Langer puts it, "Ordinary language does not 

have enough names for the infinite number of subjective 

• 1 

states that a man experiences," She maintains that ordi­

nary language is a poor medium for expressing our emo­

tional nature adequately, for language 

... merely names certain vaguely and 
crudely conceived states but fails 
miserably in any attempt to convey the 
ever moving patterns, the ambivalences 
and intricacies of inner experience, 
the interplay of feelings with thoughts 
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and impressions, memories, transient 
fantasy or its more runic traces all p 
turned into nameless emotional stuff. 
(See footnote)* 

Thus when we say that we understand what some other per­

son is feeling or experiencing, what we mean is that we 

understand why the person must be sad or happy or excited 

i.e. we can comprehend the cause of his attitude. We do 

not mean that we have an insight into the actual flow and 

balance of his feelings, into what might be considered 

to be "an index of the mind's grasp of its object". It 

is art, and more specifically music, which alone can 

adequately articulate such a conception. 

2, A prerequisite in understanding how music expresses and 

articulates emotions is having a clear conception of the 

ideas of "emotion" and "expression". Etymologically the 

word emotion is derived from the Latin word "emovere" 

which means to *stir up', 'to agitate' or 'to excite'. 

The common idea of emotions is also similar, for our 

idea of having an emotion or of being in an emotional 

*It may, on the face of it, look as though this claim 
might have to contend with the Wittgensteinian thesis 
about the impossibility of a private language. But 
this is not really so, because all that it reqioires is 
a distinction between verbal language and language, 
which although public, is not verbal; and this is a 
distinction which, to my mind cannot be denied. 
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state, is the idea of being 'stirred up', agitated or 

excited. Clearly then, when one is in an emotional state 

one is in a state of tension -which varies in intensity-

according to the type of emotion concerned and which, 

frequently, is resolved by the expression of the said 

emotion. 

Taking their cue from the etymological meaning of the 

term, various thinkers define "an emotional state" various­

ly. Some call it a moved or stirred up state of an orga­

nism, others, "an affective experience that shows itself 

in overt behaviour", and yet others speak of it as "the 

feeling tone of a particular quality", the affective 

colouring of experience that one finds by introspection. 

But 'emotion' is a highly complex concept and mere defi­

nitions cannot really bring out all the intricacies of 

this protean concept. Besides other aspects, one diffi­

culty in attempting to define emotion arises due to its 

close association with "feeling" which itself is a diffi­

cult term. (An essential step in clarifying the concept 

of an emotion would be to ascertain whether an emotion 

is a kind of feeling or sensation, or a cognition or 

psychological condition, or just a behaviour pattern). 
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A sensation is a mental occurrence which is immediately 

and surely felt "by the person having the sensation. Sen­

sations like an itch or a tickle or pain, may also be 

publically displayed by means of more or less typical 

behaviour, like scratching, giggling etc.j i*e. some sensa­

tions may be associated v?ith distinctive behavioural pat­

terns or at least tendencies to distinctive physical 

activities. An emotion on the other hand, cannot be iden­

tified with either a particular behaviour pattern or a 

tendency thereto; of course some emotions are or may be 

associated with distinctive behaviour. For example, a 

man who has the emotion of fear will normally try to run 

away from the thing which is the object or the cause of 

the fear, either physically, or else mentally by refusing 

to think of the problem, or even if he does not do either 

and deliberately refuses to run away he will at least 

have the tendency to do so. But most emotions are not 

associated with any distinctive behavioural patterns. A 

person who is overjoyed or embarrassed does not perform 

any typical activities. Squirming and broad expansive 

movements which may be associated with these emotions 

do not pinpoint the emotion, A point to be noted here 

however, is that although emotions are not necessarily 

connected with overt behaviour, for one can have an 
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emotion -without acting in c h a r a c t e r i s t i c ways x, y , z , a 

person 's behaviour, verbal or non-verbal, does provide 

evidence of a cer ta in emotion and in fac t , in some circum­

s tances , a person 's behaviour provides the sole evidence 

for saying t h a t a person has emotion x, because no other 

c r i t e r i o n i s ava i l ab le , so much so, that i t has been 

pointed out by Kenny, t h a t i f there were no c h a r a c t e r i s ­

t i c expression of emotions the meaning of emotion words 

could not be l e a r n t and t h i r d person asc r ip t ion of emo­

t ions impossible. This does not however, show tha t there 

i s a non-contingent connection between an emotion and 

behaviour for the connection may sometimes be convention­

a l . That i s to say, i t may indeed be the case tha t i t may 

be impossible to learn the meanings of ce r ta in words 

except on the bas is of conventional r u l e s , but the mea­

nings themselves need not be exhausted by these r u l e s , 

I w i l l be re fe r r ing to t h i s point again. 

A sensation or a feel ing i s a very p r iva te phenomenon, 

the person having the sensat ion being the bes t judge of 

the sensat ion, and leaving aside controvers ies l i k e 

pretenses e t c . , when a person claims tha t he i s having 

sensation 3 he cannot be contradic ted . But on the other 

hand, though emotions cannot be associated with typ ica l 
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physical activities or behavioural patterns, another per­

son may know that person X is having such and such an 

emotion without verbally being told by the first person. 

In fact, very often a second person is a better judge of 

another's emotional state than the person himself, so 

much so, that when a person asserts that he is having 

emotion E, he can be contradicted. It may be said then, 

that an emotion can be shared in a way a sensation can­

not. One cannot experience another's pain, nor can one 

feel another's grief, but one can understand another's 

grief and in understanding, feel the form of the grief. 

This is so because an emotion touches or.a's very being, 

and is thus contagious from one person to another, 

because one's being, in this sense, is necessarily 

situated in a community of beings. 

A sensation is localised in the sense that, it occurs 

here and now, and is limited in its occurrence to the 

time and place where it is experienced. When one says 

"My head is aching" or "My throat is tickling", or "that 

flower is red", he refers to a specific area and says 

it at a specific time, or even if a sensation like, e.g., 

coldness is not limited or confined to a specific point 

like the hand or the leg, still there is a specific area 
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of reference. Moreover the sensation coldness, can be got 

rid of or contained if the area of reference is taken 

care of i.e. if the person clads himself in -warm clothes, 

sits by the fire etc. But on the other hand, no spatio 

temporal limitations can be put on an emotion, "My grief", 

as it were, envelops my whole being, and the reasons and 

causes may be so multifarious and deep rooted that they 

cannot be summarily removed as in the case of sensations. 

My grief may be accompanied by sensations like heaviness 

of limbs or heart etc., but It cannot be said that the 

heaviness of my limbs is my grief. A person may cry when 

he is in pain as well as when he is grief stricken, but 

there is a definite difference between the two kinds of 

crying. Initially only the sensations of physical discom­

fort make a child cry, and only as he grows in maturity 

does he begin to associate crying with feeling sad. 

Coming to expression, we find that there is a crucial dif­

ference between expression of a sensation and the expres­

sion of an emotion. A wince may be an expression of pain 

but it cannot normally be said that a person expresses 

his pain by wincing. There is a difference between expres­

sing feelings and evincing feelings by groaning, crying 

etc., and this is so because in emotions, feelings play 
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a very crucial role, -which has led many thinkers like 

Kant, Hume, William James etc., to equate emotions with 

feelings. These thinkers maintain that what makes a condi­

tion an emotion and what makes it the particular emotion 

it is, is the presence in consciousness of a certain felt 

quality, which like sensory qualities is completely 

accessible to introspection and accessible in no other 

way. These theorists thus give a central place to deter­

minate feelings, showing that, emotion words are nothing 

but the labels of these fe-elings. The current opinion 

however is to deny giving such a prominent place to 

feelings, some theorists even denying the existence of 

feelings altogether and instead giving their analysis in 

terms of "situation appraisals plus an undifferentiated 

general excitation". Emotion terms are indeed very com­

plex for when we say that "A feels remorse", "B is indi­

gnant" or "C feels bitter", we do some tiling much more 

complex than claim that A, B, G, behave in certain iden­

tifiable ways and experience types of inner turmoil. "C 

feels bitter", about the way he was treated carries as 

part of its meaning, C believes he ought not to have been 

so treated, or C believes he was treated badly, i.e. 

being bitter involves making certain evaluations, not 

simply having a feeling or acting in particular ways. 
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There is a certain amount of deliberatioii or evaluation 

involved, though of course, the evaluation is not made in 

the purposeful manner of a person making a moral judge­

ment. The person evaluating the emotional situation does 

not ponder on the situation and then react, rather, the 

person has some kind of a general "apprehension" or 

"misapprehension" of the various aspects of his emotion. 

This then "brings us to the essential difference between 

a feeling and an emotion. The crucial point of difference 

is that it is essential for an emotion to have an object 

(e.g. -we feel love or anger tov;ards or because of x); 

when a person experiences the emotion 'remorse' his feel­

ing of this emotion is dependent on an object. He is 

remorseful of past deeds and the true meaning of remorse 

mist have the idea of a past object in it. However, the 

object towards which an emotion is directed does not 

necessarily have to be some individual thing or person, 

rather, there is a reference to something beyond the per­

son experiencing the particular emotion, a reference 

beyond the emotion itself. There is what has been called 

"intention^.lity." In the traditional Indian way of think­

ing also, which I shall discuss later, this aspect of an 

emotion plays a crucial role in that it is taken to form 

part of the meaning of an emotion. 
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While on emotions and feelings it may be f-urther added 

that, if only feelings are given a prominent place in the 

concept of emotions it would be impossible to distinguish 

between emotions solely on the basis of the feelings 

involved. For instance, annoyance does not seem to feel 

any different from indignance but what distinguishes the 

two is the way the person apprehends the situation. He 

feels indignation when he thinks some rightful expecta­

tion has been violated, whereas annoyance is what he feels 

at something having gone wrong. 

3. Not all emotions are the same type. There are emotions 

which are immediately felt and expressed and there are 

abiding or persisting emotions. The first, sometimes ter­

med occurent emotion, is the emotion a person experiences 

at a particular instance. A person has an occurent emo­

tion when he gets angry, feels sad or is indignant, where­

as the love a person feels for his loved ones is an 

abiding emotion In the sense that it is ever present and 

occasionally overtly expressed. The sensational element 

is undoubtedly there in both occurent and abiding emotions, 

but there are what Pitcher calls "calm passions" which 

do not Include any such sensational element, as for 

instance, hope, and sometimes even those emotions which 
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do have characteristic sensations like fear and anger, 

sometimes exist without the sensational element. 

Whether the expression is overtly or subtly done, the 

important point is that, expression of an emotion forms 

part of our understanding of an emotion. In fact there are 
•a 

those like Collingwood,-^ who maintain that an emotion is 

known or identified only through its expression. Expres­

sion gives an emotion its distinctive character. Prior to 

expression an emotion exists as a vague unconscious per­

turbation, and the person experiencing it is not aware 

of anything else but this perturbation or excitement, 

Collingwood is right in a way when he says that an emo­

tion gets its distinctive character by its expression, 

but the whole process is not quite the way he puts it. 

His idea of a "helpless oppressed condition," from which 

a man extricates himself by expressing himself implies a 

sense of deliberation on the part of the person and gives 

the idea of breaking up the whole process of emotion and 

its expression into clearly defined steps. As stated ear­

lier, the whole process is not a case of definite appre­

hension and deliberation. It is not possible to break up 

into bits the various components of an emotion, for an 

emotion is an organic unity. It is what may be called a 



h2 

"hermeneutic mesh" of the "feeling", the expression of 

this feeling, and the object of the feeling. For instance, 

the characteristic feeling of anger can he meaningfully 

articulated only by reference to its expression; the going 

red in the face, the facial distortions and so on. But 

both the feeling and the expression get their meaning by 

being hermeneutically placed in relation to the object of 

the emotion. 

5. Whichever way it is put, the idea of an emotion is that 

it involves tension, agitation or pressure which is 

relieved or reduced by the expression of the particular 

emotion; in some emotions the expressions are very obvious, 

whereas in others the expression is hardly perceptible. 

This is due to the fact that the tension accompanying 

emotions vary in intensity, thus the tension in a grief 

stricken person, or a person in a fury would be conside­

rable, whereas the person in a state of depression would 

be sunk in apathy and passivity, his emotion would be 

dull and undifferentiated. Thus if a man's emotive life 

were to be projected on a graph, it would not always con­

sist of peaks and pits, sometimes the graph, like the 

v;ave of the sea, would rise to sublime heights and then 

subside tb& serene cadences, sometimes there would be m. 
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gentle ripple* and its resolution and sometimes there 

would be the merest hint of a rise, 

6, There are different kinds of expression of emotions and 

accordingly they have been classed as natural and conven­

tional, rule governed or not rule governed, verbal or 

non-verbal. Natural expressions are involuntary expres­

sions e.g. blushing, change of colour, horripilation etc. 

They are unlearned and universal. In Indian aesthetics 

they are said to be eight in number and are called 

Sattvikabhavas. They are considered to be the infallible 

signs of emotions for they can take place only when the 

^notion of which they are recognised to be the effects 

is actually experienced by the person concerned. The 

wilful expression of emotions such as the movement of 

eyes, eyebrows, gesticulations etc., are called apî ibhayas 

and are voluntary in nature. They are not considered to 

be infallible signs of any particular emotion, for they 

can be enacted even when the said emotion is not expe­

rienced by the person. Conventional expressions of emo­

tions are learned and subject to cultural variations and 

necessarily male governed, but not necessarily voluntary 

e.g. in India the conventional expression of welcome is 

by folding the hands, this is initially learnt by con­

vention and later on becomes an involuntary expression 
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of welcome. 0, H. Green in his article on the "Expression 

of emotion", defines conventional and natural expression 

as, "Expressions of emotions which cannot be referred to 

in giving a partial definition of the relevant emotion 

words and which do not constitute a form of behaviour 

characteristic of the emotion in question except in vir­

tue of being defined as expression of the emotion are 

conventional expressions of emotions", and expression 

of emotions, "which can be referred to in giving a par­

tial definition of the relevant emotion term and which 

constitute a form of behaviour characteristic of the 

emotion in question without being defined as expressions 
n 

of that emotion are natural expressions of emotions,,.."' 

Having discussed the general notion of emotions, I would 

now like to consider emotions and expression of emotions 

in art, particularly in music, and see whether the same 

principles of expression are applicable here too. 

It is seen that in art, the expression of emotion is dif­

ferent from that in real life, for the depiction or pre­

sentation of an emotion is possible without bringing in 

all the elements of meaning of an emotion, m music the 

situation is even further removed from real life, for in 

music neither object nor feeling is present, and expres-
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sion is also not related in any ordinary vay to the natu­

ral and conventional modes of expression of emotions; 

yet, musical expression of emotions, is of all emotional 

expression, the most immediate, inward and intimate. One 

may say that this is possible because music makes, so to 

speak, straight for the inner life, the prana of an emo­

tion, and this it is peculiarly suited to do, for music 

shares with emotions its characteristic properties of 

dynamism and flow. As has been pointed out by Susanne 

Langer, 

Music bears a close logical similarity 
to the forms of human feeling forms of 
growth and of attenuation, flowing and 
stowing, conflict and resolution, speed, 
arrest, terrific excitement, calm or 
subtle activation and dreamy lapses — 
not joy and sorrow perhaps but the poi­
gnancy of either and both •— the great­
ness and brevity and eternal passing of 
everything vitally felt. Such is the 
pattern or logical form of sentience; 
and the pattern of music is that same 
form worked out in pure measured sound 
and silence." 

One way of putting the matter might be to say that music 

expresses not the emotions proper, but the "forms of 

emotions". It reveals as it were, the rationale of feel­

ings, and the rhythm and pattern of their rise. And music 

is expressively unique in that music gives expression to 

objectless emotions. It is seen that in music, especially 
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instrumental music or even khayals^ there is nothing 

which may be said to be the object of the emotion presen­

ted. But in spite of this, nothing is detracted from the 

musical expression of emotions, for music expresses, not 

the facticity of an emotion, but rather captures, or 

tries to capture the pySpa or essence of an emotion. The 

absence of an object or an objective situation is never 

felt because of the tremendous expressive quality of the 

medium itself. The creative potential of the medium is 

such that while primarily presenting the feeling or 

bhava, associated with a particular emotion, it points 

inevitably to a completeness of the hermeneutic circle, 

8, Langer shows not only that music is a tonal analogue of 

our emotive life, but also that music represents time, 

not measured time but lived or experienced time. 

Musical duration is an image of what 
might be termed 'live' or 'experienced' 
time —the passage of life that we 
feel as expectations becomes 'now', and 
'now', turns into unalterable fact. 
Such passage is measurable only in terms 
of sensibilities, tensions and emotions, 
and it is not merely a different mea­
sure but an altogether different struc­
ture from practical or scientific time,° 

In fact Langer seems to imply that the primary function 

of music is to represent time, for she says that, the 
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semblance of this vital, experiential time is the primary-

illusion of music, and it is in music that we have its 

image. 

... completely articulated and pure; 
every kind of tension transformed into 
musical tension, every qualitative 
content into musical quality, every 
extraneous factor replaced by musical 
elements. The primary illusion of 
music is the sonorous image of passage, 
abstracted from actuality to become 
free and plastic and entirely percep­
tible. 10 

Although Langer is right in emphasising the relationship 

between music and temporality, as passage or flow is an 

essential feature of music, her views on this matter 

seem to suggest that emotions in music only have an 

instrumental function i.e. emotions have to be used 

because it is through the tension and resolution of emo­

tions one perceives the 'subjective' or 'real life'. But 

progression in music consists in building up of musical 

tensions and their resolutions and a particular musical 

work or passage presents the life of a feeling in 

musical terms, and the tensions which are inevitably 

there are the tensions of this feeling. And it is really 

the other way round, that although music is an image of 

time, what is important is what fills this time — the 
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feeling, its '"breaking' or diminishing or merging into 

other feelings, 

9, The important point is then that, while it is undeniable 

that music presents emotions and that it is possible for 

us to recogni25e them not merely as feelings but as emo­

tions, the musical presentation of emotions is what it 

is, and not another thing in a different guise, i.e. 

musical expression of an emotion is not translatable or 

reducible into some other non-musical expression. Only 

when we try to present musical expressions of emotions 

in Some other medi\3m do we feel that an objectless expres­

sion of emotions is impossible. But in music itself, the 

absence of an object or objective situation or reference 

is quite irrelevant in determining its expressiveness, 

for as said earlier, music, because of its tremendous 

creative potential is in itself complete. Of course 

other things may be added to music (e.g. operas) but this 

is not done because music is in Itself wanting in expres­

sing any desired emotion, but because, the composer tries 

to achieve a new medium of artistic expression or tries 

to express in a different way. A Wagner opera does not 

achieve something more complete than a Beethoven's sym­

phony, but something different. Similarly in Indian music. 
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simply by enunciating the words of a khavp,! clearly does 

not make a rendering of a raga more expressive than one 

where the artist chooses to employ words like R^ Turn Ni 

etc. What is required then to complete the hermeneutic 

circle is the internal, purely musical coherence, fitting-

ness and aptness of a musical work, which is possible 

because of the unmediated expressive power of music. This 

then brings us to another important aspect of musical 

expression, that of "expressiveness". 

10, Analyzing the term expression in his article, "Expression 

11 and Emotion", John Nolt points out that it is seen 

that there are some senses of the term which do not fol­

low the general analysis where, "a expresses p" means 

"a is p", Nolt explains this point with the help of an 

illustration..., "Apolitical cartoon expresses Theodore 

Roosevelt's patriotic fervour in a lighthearted and 

satirical way. The cartoon expresses fervour but is not 

12 fervent". The cartoon also expresses lightheartedness 

and that is obviously the intended expression. A distinc­

tion between the two expressions is made by showing that 

whereas, the cartoon expresses fervour, fervour is not 

the expressive quality of the work itself, but rather the 

work depicts or represents fervour. Lightheartedness on 
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the other hand, is an expressive quality of the work 

itself; that is to say, it is a quality of the work as a 

•whole and is not necessarily connected to its representa­

tional function. It is to be remembered that the aesthe­

tic concept of expression cannot be identified with the 

non-aesthetic concept'of natural expression, for natural 

expression need not be expressive but in art and, espe­

cially so in music, it can be said that there is no 

expression without expressiveness. A work of art is an 

expression of love or grief, only if it is expressive of 

love and grief, and the eloquence of art in expressing 

the inexpressible is due precisely to the expressiveness 

of art. In a way language is also expressive, but language 

is expressive through the conventions that give it refe­

rence, whereas the expressiveness of art, moreso music, 

cannot be pinpointed or cannot be determined by other 

references. And as expressiveness has to do with impact, 

expressiveness of a piece of music cannot be grasped by 

second person descriptions ~ the experience must be 

immediate and personally felt. 

There has been an attempt to pin down expressiveness in 

art to external factors. A work of art is said to be 

expressive if it expresses emotions, and a work of art 
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can be said to express emotions or a mood, if and only if, 

it exhibits qualities identical vith, or at least, simi­

lar to those used as criteria for ascribing emotion or 

moods to people's behaviour and this is especially true 

in music. This is the view held by Hosper's vho says: 

.,, let us remind ourselves of the most 
basic sense of the term expression, 
namely, that of outer behaviour manifes­
ting or reflecting inner states. When 
people feel sad they tend to exhibit 
certain types of behaviour: they move 
slowly, they walk softly, they talk in 
hushed tones, their movements are not 
jerky and abrupt, nor are their tones 
strident and piercing and so on. Now 
music can truly be said to exhibit at 
least some of these same qualities. 
Music that we immediately identify as 
sad, is normally slow, the interval 
between the tones is small, with few 
large tonal intervals, and the tones are 
not strident but hushed and soft.13 

In general then: a work of music has feeling quality X, 

when it has features (the more the better) that human 
2 

beings have when they are in feeling state X . Similarly, 

Hospers points out that a line in a painting is graceful 

because it possesses similarities to the contour of the 

limbs of human and animal bodies when they are said to be 

graceful. Horizontal lines corresponding to the human 

position for rest is graceful etc. Hosper's behaviouristic 



52 

analysis hov?ever, cannot apply to all arts and It fails 

to account for the expressiveness of colour. Hospers is 

however aware of this, for he gives an alternative when 

he says, "Expressiveness is rooted in association". The 

colour green for instance, acquires its expressiveness 

through its association with certain other human experien­

ces. Hospers' association theory can be schematized as, 

where a is an art object and E an affective state, a 

expresses E, if and only if §, has some (or many) qualities 

commonly associated with E in human experiences. 

Although this theory is, to a large extent, true, It is 

however neither necessary nor sufficient that for an art 

object to express an affective state it must have proper­

ties conmonly associated with that affective state. This 

is particularly true in literature (especially poems) 

which is expressive of any particular emotion and in 

whose context there are no words which one commonly asso­

ciates with that particular emotion. In literature emotions 

and moods are expressed by means of suggestions, by what 

in Indian Aesthetics is called Dhvanj.kavva. In fact here, 

great emphasis is laid on the expressiveness of poetic 

language by means of suggestions or Dhvani. It is main­

tained that the ideal element of poetic visions can only 
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te expressed by means of suggestions for direct expression 

in ordinary language vould not only fail to bring out the 

intricacies of the vision, but would also tend to lead to 

an over exaggerated or affected expression, for the inten­

sity of feelings cannot be expressed without loss of 

beauty through ordinary^but only through language which 

suggestively brings out the rarity of the poetic vision. 

In a piece of literary work,say a poem, it is then the 

combination of the meanings in the whole that makes the 

poem expressive of any particular emotion. And one under­

stands the expression of any emotion when one understands 

the suggested words and situations. And just as it is not 

necessary that for an art object to express a certain 

affective state it must have properties generally associa­

ted with that state in human experience, it is not a suf­

ficient condition either. Having qualities associated 

with an emotion,it is not sufficient for expression of 

that emotion for example, instances of art objects which 

have a superabundance of some qualities generally asso­

ciated with human experience do not express that emotion 

but something else, maybe even its opposite, A perfor­

mance which is too sad thus becomes ludicrous, and a 

piece of music too sweet, becomes nauseating and stagnant. 
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Whether it is through association or through some other 

means, the fact is that music is infinitely expressive. 

One may, at this point, perhaps ask the following set of 

questions; can one attribute specific expressive proper­

ties to a piece of music, and, if so, then, is the speci­

fic expressive property dependent on any particular or 

specific aspect of a piece of music, and can one attribute 

specific expressive properties just on the basis of what 

is presented i.e. is the rendering of a particular raga 

sufficient to determine the expressive property of the 

raga, or is there need to know something more? I have 

already briefly touched on these questions and here I 

repeat, that while one may have no difficulty in recogni­

zing the complex of similarities between a sad scene in 

a play and an actual sad occurrence in real life, it is 

much more difficult to point out phenomenal fea'tures of a 

raga that will justify our calling it sad. This is so 

because musical expressiveness is unmediated or object­

less. But in spite of this, it is possible to recognize 

specific expressive properties of a piece of music, 

because music is, as it were, inherently expressive. Of 

course it may not be possible for the inexperienced lis­

tener to immediately identify or pinpoint a particular 

emotion in a raga, but the expressive medlvm brings in 



55 

one a kind of awareness -which is immediate and unanalysa­

ble, and in that sense intuitive. And gradually, depend­

ing on one's experience and exposure, one can give a name 

to that specific expressive experience. Expressiveness is 

always an immediate experience and it cannot be known 

through second person descriptions. Hence the identity of 

expressiveness is not determined by the application of an 

external standard, for the identity is the identity of 

an experience - the experience of recognizing expression 

and for this no criterion is required. 

This brings me to a consideration of some interesting re-

marks of Gombrich's in his book, Art and Illusion; — 

remarks that are relevant to the question posed above. 

His observations are mainly of the visual arts, but they 

can be taken to apply to music as well. As opposed to 

what he calls the Theory of Natural Resonance, according 

to which certain elements which can occur outside as well 

as inside art have an intrinsic connection with inner 

states which they are thereby, able to express as well as 

to invoke, Gombrich points out that many instances of 

art testifies that one and the same element or complex 

of elements can have an entirely different significance 

in different contexts. He says, "what strikes us as a 
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dissonance in Haydn might pass iinnoticed in a post-Wagne­

rian context and even the fortissimo of a string quartet 

may have fewer decihels than the pianissimo of a large 

symphony orchestra." -'̂  And hence, Gombrich argues, that 

a particular element has significance only if it regarded 

as selection out of a specifiable set of alternatives, 

i.e. in order for one to see a work as expressive one 

must know the set of alternatives within which the artist 

is working, or what might be called his "repertoire"; and 

it is only by knowing what point in the repertoire the 

work emerges can one ascribe to the work a particular 

expressive significance. The Expressionists by talking as 

if a given shape or colour were inherently 'charged' with 

an expressive meaning totally ignores this important 

point. Here I do not intend to go into a detailed discus­

sion of Gombrich»s theory, but extending it to music this 

much is obvious, that though it might provide some impor­

tant points in the topic of musical appraisal, it cannot 

be applied in understanding musical expressiveness. By 

bringing in the concept of 'repertoire', a limit is put 

on the musician's expressive capabilities, where rightly 

there should be none. And this is so for it is seen that, 

just a§ words describe that which we have not seen before. 
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similarly, music can present emotions and moods one has 

not felt before, and passions one has not known before 

"... the artist need not have experienced in actual life 

every emotion he can express. It may be through manipula­

tions of his created elements that he discovers new pos­

sibilities of feeling, strange moods, perhaps greater con­

centrations of passion than his own temperament could ever 

produce,,."; and not only that, but it is possible, 

just as it is possible in language as pointed out by 

Chomsky, for another person veil experienced in musical 

expression to understand expressively fresh works of 

music, No limit can be put on a person's capability to 

understand the expressive qualities of a piece of music, 

however strange and alien the mood. This is so because, 

although a piece of music like any other work of art 

reveals the character of subjectivity, it is itself objec­

tive, and its purpose is to objectify the "life of feel­

ing. As an abstracted form, it can be handled quite apart 

from its sources and yield such dynamic patterns that 

may even surprise the musician himself. 

12, We come then to the debate whether the emotions expressed 

in a piece of music are those of the composer's or perfor­

mer's or not. The Expressionists like Collingwood and 
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Croce point out that a work of art expresses what an 

artist experiences and undergoes on being stimulated by-

some external or internal factor, Collingwood points out 

that the artists only find out what their emotions are 

in the course of finding out how to express them; They 

cannot begin the work of expressing by deciding what emo­

tion to express^ emotions thus do not exist independent 

of their expression, and from this he shows that, the 

aesthetic experience or artistic activity is the expe­

rience of expressing one's emotions and that which expres­

ses them is the total imaginative activity called indif­

ferently language of art. Briefly the Expressionists 

stand can be represented in two different ways. Firstly, 

works of art are expressive of a certain emotion, say 

grief, because the composer or artist was in this mental 

or emotional condition when he produced the particular 

work of art, or in other words, to call a piece of music 

sad, is to say that it expresses the sadness of its com­

poser or performer. Secondly, works of art are expressive 

of grief because they produce or are able to produce a 

similar emotional state of mind or feeling in the specta­

tor or, in other words, to call a piece of music sad is 

to say that it causes sadness in the hearer. Some modify 

the latter by saying that music does not cause sadness 
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but, rather that,-were one sad, the music would be a fit 

object of one's feeling. 

Leaving aside philosophical analysis even a simple exami­

nation shows that the Expressionist's stand is not accep­

table, for it is seen that if one takes musical expression 

of emotions to be nothing other than the outpouring of 

the feelings of the musician, then one cannot explain 

how an artist could perform two different ragas expres­

sing such diverse emotions like Raga Yaman whose dominant 

mood is that of love's longing and Raga Iferwa which 

expresses renunciation at the same sitting, or if the 

artist were performing in the Western tradition, would 

he even be able to perform a complete sonata, for instance, 

successfully for the allergo, adagio, presto and alle­

gretto would all express different modds. As Langer puts 

it "... such mercurial passions would be abnormal even 
'I 

in the notoriously capricious race of musicians. The 

facial expressions and gesticulations of the hands etc, 

of the musician are not signs indicating the expression 

of personal emotions, these outward physical expressions 

are part and parcel of a performance and very often they 

are learnt conventionally. It is really the flow, ten­

sion and resolutions of the music, which the artist 
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indicates by waving his hands, closing his eyes etc, and 

not confessing his emotions to the audience. The senti­

mental lover of music would of course like to think that 

all the pathos and poignancy expressed in a piece of 

music is nothing but the expression of the longing or 

ecstasy or dejspairof the artist's own 'vie amoureuse', 

contending that the artist can only express those senti­

ments which he has experienced sometime in his lifetime. 

But, as already pointed out, an artist can express feel­

ings which he has not experienced before. Moreover, 

sheer self expression does not require an artistic form 

— the proper reaction to extreme grief is loss of speech, 

palpitation, crying etc., but not music. But the fact 

that pathos and poignancy is expressed and enjoyed shows 

that personal emotions are not expressed by the perfor­

mer, and neither are they subjectively felt by the 

audience, and the aesthetic appeal of artistic presenta­

tion of emotions lies precisely in this fact that there 

is a distance, between what the artist presents and his 

subjective self, and the same goes for the audience too. 

Feelings revealed in music are then not the passion, 

love, or longing of any particular individual, inviting 

one to put oneself in that person's place, rather the 

feelings are presented directly to one's understanding 
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such that one may grasp, realize and comprehend these 

without pretending to have them nor to impute them to 

another* Thus even though the subject matter of music 

may be similar to self expression and the symbols might 

also be borrovfed from the realm of expressive symptoms 

yet the "borrowed suggestive elements are formalized and 

the subject matter distanced in an artistic perspective."''^ 

Examining the different versions of the Expressionist 

Theory, it is seen iiiat the main reason why emotions 

expressed in a piece of music are attributed to the artist 

is because it is believed by these theorists in some way 

or another — that emotions must always have an object or 

cause, whereas in music, more so in instrumental music 

and kji9.79.13, there is nothing in the music itself, which 

can be said to be the object or cause of any particular 

emotion being expressed. Hence the emotion is given an 

object by saying that the emotion expressed is the self 

expression of the musician. But as seen earlier, in 

music, the creative potential of the medium is such that, 

the absence of a cause or an object does not detract 

anything from music's primary function of expressing 

emotions. Even without an object or cause the emotions 

presented can be identified as a particular emotion. What 
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is important is to grasp the 'essence of a feeling' and 

pure experience is possible only if the artist is not 

weighed down by his personal woes and cares. An artist 

conveying his personal feelings might perform passionately, 

but the performance being a symptom of emotion, be conta­

gious only for the moment, it would lack intensity be­

cause its expressive forms are inarticulate. 

One of the more fundamental objections to the theory of 

art as self expression and one that is emphasized by 

recent philosophers is to do with music's expressiveness. 

Attributing the expressiveness of a musical piece to the 

self expression of the artist is to make musical expres­

siveness a separate feature of the musical piece, but 

expressiveness is built into the music itself and it is 

something we apprehend directly. The qualities of expres­

siveness that we attribute to a piece of music is essen­

tial to our understanding and appreciating the piece of 

music. But by attributing the expressiveness of music to 

the self expression of the artist we make these features 

extrinsic to the music and make it belong more to the 

biography of the musician, 

13. Music expresses emotions but not the emotions of its 

composer or performer — the difficulties involved in 
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understanding this idea is lessened when ve understand 

(as shown by philosophers like Langer) music as expressing 

emtions symbolically. While a signal merely indicates, a 

symbol presents ideas i.e. the function of a symbol is 

expression or presentation of concepts. Music is a symbo­

lic presentation of man's sentient life. Although music 

does not use fixed symbolic references, yet it logically 

expresses man's inner life of emotions, .̂ usanne Langer 

thus calls music a highly articulated symbol which can be 

analyzed but which cannot, like verbal language, be, 

Constructed by a process of synthesis 
of elements, because no such elements 
exist outside it. They only occur in a 
total form; as the concave and convex 
surfaces of a shell may be noted as 
characterising its form but a shell can­
not be synthetically composed of the 
'concave' and the 'convex'. There are ĝ 
no such factors before there is a shell. 

And this highly "articulated sensuous symbol", by virtue 

of its dynamic structure, can express the forms of vital 

experience which language is unfit to convey. The func­

tion of music is then, not the stimulation of feelings, 

but the expression of it, and not the "sjrmptomatic 

expression of feelings that beset the composer but a sym­

bolic expression of the forms of sentience as he under­

stands them".^ 
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The cognitive value of symbols is such that they can pre­

sent ideas transcending the individual's realm of subjec­

tive experience, and hence there is no limit to what the 

artist can express. Again the "commanding form", of a 

piece of music presents the artist with infinite emotive 

possibilities and expressive value. Thus the musician^s 

greatness in presenting feelings and emotions is not so 

much because of his own feelings, as because, of his, 

Intuitive recognition of forms symbolic 
of feelings and his tendency to project 
emotive knowledge into such objective 
forms. In handling his own creation, 
composing a symbol of human emotion he 
learns from the perceptible reality 
before him possibilities of subjective 
experience that he has not known in his 
personal life. His own mental scope and 
the growth and expansion of his persona­
lity are therefore deeply involved with 
his art.20 

What is important, is to remember that man's emotive life 

is highly complex. It is clear by now that emotions and 

their expressions do not follow a watertight connection 

in the sense that Emotion E need not always be followed 

by expression X, but may be followed by X or Y or Z. Man's 

sentient life is inseparable from the man himself, man 

being ever in a state of emotional experience; some emo­

tions he consciously experiences, others he is vaguely 
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a-walce of, and yet others he is totally unaware of i.e. 

there are those he experiences primarily and others he 

cannot pinpoint. Music being the most abstract and elusive 

of all the arts is also an adequate and lucid symbol of 

man's emotive life. Due to its immense potentialities for 

expression, music is able to present both the conscious 

and unconscious feelings and emotions of man. And in fact, 

not only of man, but the inner spirit of vhole civiliza­

tions may be comprehended through its music, for it is 

said that music is so intimately interwoven vith changes 

in the shapes of time that it can be of extraordinary 

historical and psychological interest. 

^h, The function of music, however, is not just the expression 

of emotions but the presentation of emotions such that the 

"relishability'% what in Indian Aesthetics is called Rasa 

is presented. Rg;3a literally means "juice" or "extract", 

but as an aesthetic concept it refers to the essence or 

basic character of a work of art, and the purpose of all 

forms of art is the exposition or presentation of the 

basic rasa. Mere technique may bring out all the forms of 

a raga, yet fail to present rasa. So although there is 

distance between the artist and what he presents, yet 

the artist must not be far removed from the feel (bhava) 
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of the rqga. The concept of rasa then focusses on the 

core emotive content of a raga around which revolves i t s 

sensuous c h a r a c t e r i s t i c s , l i k e metre, magnitude, rhythm 

e t c . There are recognized yg.sas - Nava Rasa, namely, 

I r n g j r a , h^sya, kanm^, yaudra, vger^, Ishsimia^i v lbhatsa , 

adbhuta and ^aoia xa§.a» This l i s t i s not a r b i t r a r i l y made 

up, hut i s based on man's emotive l i f e and consis ts p r i n ­

c ipa l ly of these nine sentiments and other sentiments are 

nothing but the combination of these in d i f fe ren t ways. 

Each a r t i s t i c creat ion i s supposed to be dominated by the 

presenta t ion of any one of these Nava Rasas, although 

other r e l a t ed rasas may also be presented in a l e s s e r 

degree. 

The a r t i s t i c warmth and ardour or dard t h a t the a r t i s t 

presents in a performance i s thus , not due to a personal 

passion, but the passion of rasa p resen ta t ion ; the bhglya 

of present ing, say, ^^rngarg. raSa; and the feel ings t h a t 

the audience experience a l so depends on how well he appre­

hends the rasa presented. Human experience i s such, tha t 

i t i s eas i e r to say something i s not , than to confirm 

something i s in c lea r ly a r t i cu l a t ed terms, and tha t some­

thing i s , i s sometimes bes t confirmed i n t u i t i v e l y . Rasa-

nubhuti i s such an experience which i s to be experienced 

immediately and i n t u i t i v e l y . 
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Here I take up the dicussion of two related questions 

raised in the previous section viz. Can specific expres­

sive properties be attributed to a piece of music? And 

secondly, is the specific expressive property so attribu­

ted depdent on any particular or specific aspect of the 

musical piece? 

1. Music expresses emotions — not the particular emotions 

of the composer or the performer, but emotions which are 

in a sense, "in" the music. Music distils as it were 

ordinary subjective emotions, and capturing the fleeting 

nuances of emotions, presents the very life (praria) of 

an emotion, or as S. K. Langer puts it, music expresses 

the 'forms of feelings', it reflects the 'morphology of 

feelings'. And this presentation of the "life" or "larana" 

of an emotion is what Bharata elaborates in his theory of 

Rasa in the Natya aastra. 

Bharata shows that the function of an 'aesthetic object', 

(Bharata refers primarily to drama, but the same could 

be extended to music as well) is not just to cause a 

pleasurable sensation in the perceiver of the object — 

the function is much more profound. Bharata holds that 

the aesthetic object is a configuration of various 
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el^nents and the configuration expresses the 'rasa', or 

the quintessence of an emotion or what some call the aes­

thetic fact. 

Haga, as already stated, literally means 'juice', 

'extract', or that which gives relish and in the aesthe­

tic context it is that which gives life or vitalizes an 

emotion. The function of all art and music is the presen­

tation of rasa or the resultant of the aesthetic confi­

guration which "consists of situations, mimetic changes, 

transient emotions and basic emotions, so harmoniously 

mixed up that the configuration presents to the aesthete 

something which is entirely different from that which 

results from the mere juxtaposition of various elements". 

Realizing the flavour or rasa of a melody could he likened 

to wine tasting in Europe or to the cultivated sensitivi­

ty possessed by some Chinese for the assessment of the 

tactile qualities and the appearance of jade, but of 

course, it is much more subtle, for whereas one could 

describe the flavour of a new wine accurately enough to 

enable the experienced wine taster to know what to 

expect it is impossible to realize rasa merely from 

descriptions, or by being told by another. Again rasa is 

essentially a product of dramatic art and music and not 
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to be found in the "creations" of nature: 

It ±3 not pure unity but unity ±s\ multi­
plicity. The unifying factor in the 
multiplicity is a basic state of mind 
(3thayibhgv|i) which binds together in an 
organic whole (1) The emotive situation 
in human setting, consisting of the 
physical cause of the basic mental state 
(Vibhav^)^ (2) the mimetic changes, which 
are inspired by the aroused basic mental 
state and 9.3 such are indicative of the 
internal state (Anubhava) and (3) the . 
transient emotions (vvabhicaribhavas). 

To understand clearly the concept of rasa then, one must 

first understand how the athavibhava keeps the unity of 

a work of art or a musical composition, and also what is 

(if any) the musical element in a musical composition in 

which the sthavibhava is embodied. And of course to under­

stand the concept of sthayibhava one must also understand 

what is vibhava^ anubhava and vy^bhicaribhava. 

2. In a typical emotive situation in real life three essen­

tial features are clearly discernible. Firstly, there is 

the cause of the emotion — here a distinction is made 

between cause as reason, and cause as a specific object 

or a situation with a focal point. Wittgenstein disting­

uishes between an object of fear and the cayse pf fear^ 

saying that a force which inspires fear or delight is 

not on that acoownt Its cause, but Its target. The object 
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of fear, of which the following questions can be asked — 

"On what grounds do you believe this?" or "From what are 

you now deducing it?" etc can be said to be the reason. 

In the Indian context however, no such distinction is 

made for the cause of an emotion which is called karang. 

seems to cover both cause (reason) and object. Then it is 

seen that the particular emotion caused, expresses itself 

in various physical changes e.g. change of colour, palpi­

tation of the heart etc. and these physical changes which 

may be said to be the effects of the emotion are called 

karya. Then lastly it is seen that the persisting emotions 

are invariably accompanied by various transient emotions 

— the invariable concomitants or sahacaris. When an emo­

tion is expressed or presented as expressed in an aesthe­

tic situation (more precisely in drama) the same distinc­

tion can be made but here the situation is slightly more 

complicated because here the emotions are not really felt 

but merely presented, for instance, in drama the actor 

enacting the role of the historical Rama cannot feel for 

the enacted 3ita the same love that the historical Rama 

felt for aita rather the actor might feel for Sita not 

love but reverence considering that Sita is a much revered 

historical character. Thus in an aesthetic situation since 

the cause is not there neither can the effect be there in 

the typical way it is in real life. 



72 

The important point to note here is of course, that 

although the actor enacting the role of Rama does not 

experience the love which the historical Rama felt for 

Sita, yet it cannot be said that what the actor presents 

on stage is not love but merely the pretense of love, for 

by expression of emotions in an aesthetic situation we do 

not mean mere expression of feelings but the articulation 

of the forms of feelings — not self expression of love, 

neither the pretense of love, but the expression of Ipve 

itselfT or as Langer puts it, art reveals as it were the 

"rationale of feelings". Moreover, if the expression of 

emotions in an aesthetic situation were nothing but a 

pretense, in drama one would not talk of authentic or 

honest acting, yet very often the greatness of an acting 

is judged on the basis of authenticity and honesty. 

Because the karana, k^rya and sahacari does not adequate­

ly describe the expression of emotions in an aesthetic 

situation Bharata has substituted for these terms the more 

technical terms — vibhava, anubhava and wabhj.carj.bhavay 

and the emotion itself —the sthavibhava. 

3. VIBHAVA, ANUBHAVA & VYABHIGARIBHIVA: Corresponding to 

karana in real life, in an aesthetic situation there is 
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vp."bha,vay vhich stands for the emotive situation and which 

in real life could be said to be the cause of the emotion. 

But as already stated in an aesthetic situation the rela­

tion between emotion and situation is not one of cause 

and effect, rather the relationship is that of a medium 

to a state of mind in quite the same way as the relation­

ship between the mystic medium and the experience got 

through it. VJ.bhaya has two important aspects: (i) 

alambana - or the object which is primarily responsible 

for the arousal of the emotion and on which the emotion 

is dependent for its being and (li) ufjdjpana - or the 

idyllic surrounding which enhances the emotive effect of 

the object. 

Corresponding to karva in real life in an aesthetic situa­

tion we have what is termed anubhav^ which broadly speak­

ing is the expression of feelings. Anubhavg, is an imme­

diate and as it were momentary response. In drama anubhava 

is presented through behaviour and action by the actors, 

and it is through anubhava that the idea of the emotion 

is communicated. The two terms vibhava and anubhava are 

also translated as determinant and consequent— vibhava 

is then that state of affairs that initiates a response 

and anubhava is the response. Anubhava literally means 
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to apprehend or feel, and here, anuhhava implies that the 

artiste perceives or apprehends the rationale of feelings 

to he expressed and having so apprehended, expresses it. 

This type of expression is then different from both self 

expression and a mechanical well rehearsed expression. 

The actor or the musician expresses the essence of love 

through anubhava thereby giving his expression the artis­

tic -warmth which is so essential in all aesthetic expe­

riences. Artistic warmth is something which cannot be 

planned or assured by anything technical but it is indis­

pensable, for it is that which makes a piece of music 

"alive" and gives it the quality of "impassioned utte­

rance," 

In music to bring out this quality of impassioned utter­

ance the musician must have a proper understanding of 

what his piece of music expresses, i,e. what he expres­

ses must be within his "emotional ken". It is not impor­

tant that the artist must actively have experienced every 

feeling he expresses for as long as he can grasp the 

"form of the feeling" he expresses, his expression will 

have "vital import". Anubhava then adequately covers the 

concept of artistic or aesthetic expression of feelings. 
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Vvabhlcarlbhavas are the transient emotions in an aesthe­

tic situation. As they correspond to sahacaris in real 

life they are the invariable concomitants of a persistent 

or basic mental state. Like the comic relief in a drama 

the vyabhicaribhavas may be directly opposite to the 

basic mental state, but this opposition itself enhances 

or brings out the effect of the sthayibhava more promi­

nently, Vvabhj.caribhava raises the "sthayj.n from being a 

mere matter of inference and brings it as it were direc-
2 

tly before the spectator". 

Sthavibhava; At the heart or core of an aesthetic confi­

guration i s the sthayibhava or the basic persist ing emo­

tion -which binds the t o t a l aesthetic si tuation of a musi­

cal composition together. In the Ngityg. ^stipa^ i t i s said 

that —with actions, speech, bodily actions, natural 

reaction, the vibhgvas and anubh^vas ar t icula te a meaning 

which i s in t e l l ig ib le —that meaning i s bhava and sthavi-

bhava is thus the most important aspect of an aesthetic 

situation and the objective of the other bhavas is real ly 

to focus one's attention on the sthayibhava. The sthayj.-

bhava has thus been likened to a king with a l l his para­

phernalia. Here although the regalia of the king is not 

to ta l ly insignificant they play only a subordinate ro le , 



76 

the centre of attention ia obviously the king and the 

importance of all the paraphernalia liea only in that 

they help to focus attention on the king thereby increa­

sing his importanceI In an aesthetic configuration it is 

the sthayjbhava -which keeps the unity of the work toge­

ther while all the other emotions are like ";», waves 

which arise from the ocean of the basic mental state and 

subside into it"; It is the athavibhava which commands or 

guides the entire structure and form of an artistic crea­

tion. It can thus be likened to Berlioz's "idea fixie", 

or Langer's "commanding idea", for in its expression the 

entire structure of the composition is created. As Langer 

says,,.." The great moment of creation is the recognition 

of the matrix for in this lies all the themes — a theme 

may be imported if it fits the place — but the tendencies 

of the piece, the need for dissonance and consonance, 

novelty and reiteration, length of phrase and timing of 

cadences",-^ This ^seizing of the motif, which thereto 

becomes the guiding force, from the patterns of Sounds 

and colours is the most vital point in an artistic crea­

tion. 

1+. In the initial stage of an artistic creation, various 

themes and bhavfis may figure together in a loose fantasy 
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until one idea or bhava takes over, and as a result, a 

definite structure emerges from the wandering sounds and 

from then on the musician or artist composes or creates 

guided by the structure and form of this basic idea or 

emotion. 

Although this basic idea or bhava puts a check on artis­

tic imagination it is not restrictive, or restrictive 

only in a limited sesne i.e. only in so far as it struc­

tures too free an artistic imagination. And precisely 

because of imposing this restriction the sthavibhava or 

"commanding idea", is immensely generative. By restrict­

ing too free an imagination the sthavibhava helps the 

musician to spontaneously, but with understanding, com­

pose something which is infinitely rich and distilled. 

Having got a basic guide the musician's mind does not 

wander from theme to theme, key to key, or mood to mood, 

or perhaps if it does wander from one mood to another in 

a single musical piece, say Raga Nalkauns whose principal 

mood is utsgha or zeal, but in the exposition of the raga 

the moods of soka, or grief, or vairagya or renunciation 

may also be expressed, but once the principal mood of 

utsaha. has been grasped the other moods are brought in 

only to accentuate the basic mood and add to its expression. 
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The "Way 3t):iayj.bhava restricts yet generates is especially 

marked in Indian music, for Indian music to the uninitia­

ted is seemingly unstructured. An Indian recital has 

unforseen possibilities and yet though the structures are 

so flexible that there seems to be no structure at all, 

yet there is in the exposition of a r3f9 an inner logic, 

vhich is essentially dependent on hov the sthavibhava has 

been grasped by the performer. 

The sthayibhav^ is embodied in the entire work of art, 

permeating and unifying the work say a raga but at the 

same time not restricting creativity, rather providing 

the musician with an inexhaustible source of inspiration 

to create, I say the source of inspiration is inexhausti­

ble, for the sthayibhava as seen is an emotion, and not 

only is the very concept of emotion, a very complex one 

but the connotations of a single emotion are infinite. 

Taking a single emotion, love; in expressing it we can 

express the joy of love, the ecstasy of love, the yearn­

ing of love, the tragedy of love, the expectancy of love 

and So on. Earlier I had likened man's emotive life to 

the sea, maintaining that if man's emotive life were pro­

jected on a graph, the graph would be assorted Sometimes 

with peaks and pits, sometimes the graph would rise to 
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sublime heights and then subside to serene cadences, some­

times there would be gentle ripples and its resolutions 

and sometimes there would be the merest hint of a rise. 

This imagery gives the idea of how an emotion operates 

but an emotion in real life is of course much more compli­

cated and complex. It is not always the case that there 

is an emotion which brings about tensions, and in expres­

sing the emotion the tension is resolved. 

Very often in real life due to various factors, social 

or otherwise, an emotion is not allowed expression either 

by the individual himself or by society. But the tension 

of the emotion can only be resolved if it is expressed, 

and if it reaches that point on the graph where it is 

normally resolved then it has to be resolved in the only 

way it is normally resolved. To prevent emotion X from 

reaching this point, counter tensions are set up which, 

as it were, draws the original emotion X from resolution 

point P, and draws it in some other direction. The origi­

nal emotion drawn in an opposite direction may not reach 

the peak where it is entirely resolved but it may be 

gradually resolved in parts, and in fact in cases of 

wilful resolutions of tensions the emotion is ususally 

resolved in parts rather than as a whole, and these parts 
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In turn , s e t up counter currents and waves which c r i s s 

cross and overlap one another and form i n f i n i t e number of 

combinations. Music a r t i c u l a t e s these countless i n t r i c a ­

cies and ambivalences of emotions. 

When i t i s said t h a t the 3t]:i^ylbhpiva of a piece of music 

i s love, the reference may be to a more spec i f ic aspect 

or aspects of love, A raga does not express love so much 

as i t expresses a mood of love and not a general mood of 

loving or being loved but a more spec i f ic mood — take 

Raga Yaman, t h i s l a t e evening raga sung a f te r the day's 

fevers and f re t s are over, suggests an i d y l l i c s e t t i n g 

of repose and indolence which gives r i s e to a yearning 

for love and one's loved one. The vadi or sonant note of 

th i s raga i s Ga and the samvadi or consonant note i s NI. 

All the o ther notes or svaras are Buddha except Vjs, which 

i s t i v r ^ (sharp) . Generally speaking raga? with a domi­

nance of the suddha svarg,5 are l i k e l y t o have romantic 

a s soc ia t ions , but in th i s raga because the Ma or the 

fourth note , i s t i v r a or sharp the mood i s not merely one 

of romantic passion or ecstasy but contemplative and pen­

s ive too . The s t r e s s on Ni and Ga also induce t h i s mood 

of quiet contemplation of love, which in turn give way 

to yearning for one 's loved one. The sthayibhava i s thus 
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Love's lon̂ j,ng and this is the mood which permeates the 

entire rendering of the rsga. 

But even such a specific mood as "love's longing", may he 

variously expressed depending on the intensity of the 

yearning. Raga Mian Malhar also expresses "love's longing", 

hut here the yearning is quite different from Raga Yaman, 

Mian Malhar is a raga of the rainy season which follows 

the scorching Indian summer heat, and which brings with 

it life and jubilance and at the same time accentuates 

romantic yearnings. The rains bring respite from the heat 

but also brings about separation of lovers, as there is 

work to be done and thus the heart's yearnings are more 

acute and poignant. This intense yearning and poignancy 

is the mood expressed in Raga Mian Malhar. 

The vadj. and samvadi notes of this raga are ̂  and Pa 

respectively. Ga is komal (flat) and both the nishads or 

seventh notes are used. The passion and intensity of 

love's yearning is presented through the use of both the 

nishads in different combinations and the descent from 

K^ to Ea with a gamak and from Ea to Ga (komgl) with a 

meend brings in the feeling of brooding intensity. The 

prolonged use of both the nishads traversing several 
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;̂  rut la increases the tension of yearning before the ten­

sion is released in the vjdjl note 3a.i. 

Having said that the athavlbhava of Raga Yaman and Raga 

Mian Malhar is "love's longing"j one would be faced with 

the question, what are the musical elements in a raga 

through which, the permanent mood or sthayibhliva is pre­

sented, and the most obvious choice would be that the 

vadj. and the samvijdl notes being the dominant etnd subdo-

minant notes of a raga express the sthavibhava^ which in 

turn keeps the unity of the raga. In fact the traditional 

imagery used to describe the vadj. and samvadi notes also 

correspond to the description of the sthg.yibhavay for the 

vad;L is said to be the king, the samvadi the commander-

in-chief, the anuvadl an ally and the vivadi or discor­

dant note an enemy. But in spite of these factors I do 

not feel that the vadi or the sgav^di notes can by them­

selves express the sthavibhava of a raga. To bring out 

the intricacies of the mood of an emotion something much 

more intricate and subtle is needed, 

5. In Indian music the unity of the entire rendering of a 

raga is a flowing unity and it is the ^rutis which give 

this flowing quality to a raga. The coherence of a raga 

is achieved through "...balance of expressions inherent 
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in the specific intervals of a particular rag.a,..." An 

octave in Indian music is subidivided into 22 microtonic 

divisions called I rut is of -which twelve are named and 

ten unnamed. In Indian music a note or SV^T^ is hardly 

ever used by itself — the quality and colouring of each 

note is invariably established by the srutis and it is 

the unnamed î rutis which give life and lustre to a raga^ 

and in the rendering of the ;r.ag.a. bring out the intrica­

cies of the principal bĥ vg.. These unnamed ŷiî is are 

manifested in a rag.a are referred to by such technical 

teiTOS as "duran'% "murap'% "gamfik" or a "meend". The 

first two are tonal graces used in the dhrupad style of 

singing. The g^ak is a fast movement from one note to 

another note in which the intervening irutis are used 

quite audibly though not with the same ease as in a 

meend^ which is a gentle tapering of one note into the 

other during which the intervening /putis are used suc­

cessively. The audial impression of a gapak is that of a 

fast vibration between two notes while in a meen^y it is 

that of a single note being stretched over several /];̂ tj.3. 

It is these subtle intricacies of expression of diffe­

rent I'yutis which gives each raga an individual charac­

ter and which helps to present the delicate nuances and 
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shadings of the mood of the particular emotion which is 

expressed in a ragfl. And in musical terms, it is not the 

vadi or samvadi which can present this hut the nakad or 

the catch phrase of a raga. The pakad usually consists 

of both the vidi. and the samvadi plus other notes, thus 

the T3SLkad of Baga Yaman is ITj.ReGa. hut of course this NjL 

Re Ga does not and cannot be translated into its Western 

counterpart of B D B on the piano, rather it would be 

in the form of a me end traversing several irutis. Roughly 

speaking Ni would probably include Irutj, I in the piadhva 

santak and /rutis 22 21 20 of the mandr^. santak^ all 

sung in a circular manner around the fixed ^ruti of Ni 

i.e. druti 21 of the mandra sai>tak. Then R|̂  again would 

include sruti 21 in the mandra santak and then rise up 

from 1 to 7 in the madhva santak and back again to sruti 

5 which is the standard /rut;i position for Rg. G^ is 

then sung at its original /ruti position the 8th, before 

it sweeps downwards with a langurous sweep traversing 

several Irutis to rest at tonic ^ , These langurous 

sweeps of the pakad itself then suggests and presents the 

mood of repose and indolence which as indicated earlier 

are the moods Raga Yaman evokes. The meend over Ni used 

variously bring out the yearning quality of the raga. 
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This yearning is not heart reading, it is more like cajo­

ling and this is effected through the use of gamaks. The 

pakad sung in the form of a gamak would give the effect 

of cajoling. The gama^ is not always jerks, sometimes the 

jerks are given a slight caress of a meend and this given 

a kind of tenderness to the cajoling. 

In Raga Mian Malhar which also expresses 8 "love's long­

ing" the pakad Ni D̂ ja li Ea Ma Pa li Dija li Sa Pa Ga, by 

using different variations of both Nishads. Here Ni would 

start from J-pitX 21 of the pandya saptak and go down to 

about /yutj. 17 and then back to Ni and repeat this circu­

lar motion before going right down to ̂ rut;L 1V and then 

rising up again in the same circular motion caressing 

ivMtX 22 before rising through 22 to the tonic of the 

madhva saptak. Then with a sudden gamak Pa, and then the 

descent to Ga (kgffiai) which brings out the brooding 

intensity of the yearning. Of course here it must be men­

tioned that only for theoretical purposes I have thus 

broken down or elaborated the p{̂ p.d. lx\ practice it can­

not be thus broken, i.e. one cannot understand the itSiSS^ 

without having heard it, nor can one learn to perform 

merely by looking at the notations. The lucidity and 

expressive quality is something which is to be experienced 

immediately. 
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It is seen then that the me end and the £aSiaK play a veiy 

integral role in Indian music for the successful presenta­

tion of a. 3 thayibhava of a raga is dependent on how pro­

ficiently and with what artistry the performer uses the 

different /rutis. The musician has to employ the ̂ rutis 

in such a way that although different svaras suggestive 

of different emotions are put together, the continuity of 

the basic mood is maintained and the overall effect is 

one of an unbroken totality. Grace which is achieved 

through meends and gamaks thus seem to be absolutely essen­

tial in Indian music. The stress here is not what notes 

are being used for many ragas may have similar notes, 

even similar vadj.s and sapivadis e.g. Raga Hindol and Raga 

Hamir have vadj. Ga and samvadi Dha, but rather on how the 

notes are being used —whether it is by slurring upward 

to a certain note or by "breathing" a gentle M n t of many 

overtones", before coming to a rest. The meepds and 

gapiaks thus seem to breathe life into a raga. 

It is perhaps impossible to capture these fleeting elusive 

movements between tones and semitones on the tempered 

Western scale but Peggy Holroyde suggests that in Bach 

and Handel there are many moments where, like in the 

hearing of a raga, the ear longs to b© drawn to a resolu-
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tion of the preceding sounds as in a cadence towards the 

tonic. Bach too seems to be slurring over the tonic and 
k 

withholding the resoltuion. 

6, "The principles of articulating music are so various that 

each composer or performer finds his own idiom even within 

the traditions he happens to inherit". The sthavibhava or 

the commanding idea may inspire different performers in 

different ways, thereby making the performer bring to his 

music that elusive tough which enhances the spirit of the 

music. In Indian music where every performance is itself 

an act of creation, each musician may bring out different 

aspects of the same rag a, by his relative use of ̂ yyitĵ s 

and the varying emphasis he drives to different notes and 

this is dependent on how the sthayibhava has moved him. 

Thus Raga Marwa played by Pandit Ravi Shankar evokes 

and austere, impressive and devotional mood, whereas 

Ustad Amir Khan transforms it into a tender, sens^us rag^. 

Another apt example is Raga Malkauns which has been ren­

dered by almost all the great artistes, and each one given 

to it a different flavour. Ustad Amir Khan aspiring for 

depth and repose brings out the profundity of the raga 

while Pandit Yeshwant Rao Purohit with his typical style 

brings out the fluidity and poignancy of the raga. Bade 
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Ghulam All Khan's powerful rendering makes it an epitome 

of utsĝ ia and veera^ while Pandit Bhimsen Joshi throtigh 

his resilient style and creative use of syutis makes it 

sublime. 

In fact the same performer at different sessions may also 

create different moods depending on how the sthavibhava 

has moved him. Thus in Raga Mian Malhar, at one session 

the performer might stress on Ni thereby increasing the 

poignancy of the raga, while at another the stress would 

be on Pa and Gg (komal), which brings in a sense of brood. 

A raga then, can be presented in an infinite variety of 

ways and no way will be wrong as long as the musician is 

guided by the sthayibhava In such a way that the inner 

spirit..."the fragile intangible core of sukshan sv̂ rfin" 

is presented i.e. as long as rasa which is the resultant 

of the organic whole is presented. A similar view is ex­

pressed by Susanne Langer when she says: 

As soon as a musical idea acquires organic 
character... it expresses the autonomous 
form of a work, the commanding form, that 
controls its entire subsequent development. 
It is the comprehension of this organic 
unity and individuality that enables a 
composer to carry out a protracted piece 
of work on the strength of one initial 
inspiration, and make the produce more and 
more integral, instead of less and less so, 
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by the constant importation of new 
ideas, sometimes even themes that 
occurred to him long ago, developments 
he has used elsewhere, traditional 
preparations — all to be assimilated 
and transfigured by the unique compo­
sition. As long as he can keep the 
musical organism alive in his imagi- ^ 
nation he needs no other rule or goal, 

7, My discussion of the sthayibhava will, I hope, have 

thrown some light on how expressiveness is effected in a 

piece of music. My purpose has been to show both that a 

specific expressive property is attributable to a piece 

of music, and also that although I have said that in 

Indian musical terminology it is the pakad through which 

the sthayibhava is presented my intention is not to sug­

gest that these musical elements can be separated from 

the whole. A j-ag.a is an organic unity and the pakad 

enhances and accentuates the sthavibhava of the raga, but 

the sthayibhava is not confined to particular aspects 

only but permeates the entire rendering. Besides this, my 

discussion I hope, has clarified the point that the stfe£-

vibhava is not the rasa, but rather that it is that which 

determines the basic form and structure of a musical 

piece while r^sa is the resulting relish which the said 

mood brings about. R^SEI is not any individual feature 

but the resultant of all the ingredients put together 
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in a concoction, lasing a s imile from food, i t i s not tha t 

which i s b e t t e r , or sweet or sour or savoury, but tha t 

which gives r e l i s h . In music i t i s t ha t which gives prgingt 

to a raga and makes i t "vivant" . This d i s t i n c t i o n between 

the 3thg^yibhava and rasa i s also c l e a r l y made in the 

Nat^a ^ s t r a , for there a l i s t i s given of the e ight 

sthavibhavas with t h e i r corresponding r a s a s . Thus we have 

£rng;£ra and r a t i , hasya and has a, karuna and Igka? rgtudr^ 

and krodha, veer^ and utsah^, bhayanaka and bhava, 

v lbhatsa and .iugupa, adbhut^ and vispiava. 

Hasa then, i s not an emotion, not even a primary emotion 

but tha t which v i t a l i z e s and emotion. The important point 

in an ae s the t i c configuration i s the context i . e . i t i s 

not so much what emotion i s being expressed but how the 

emotion i s presented. Thus when i t i s said tha t Raga 

Malkauns expresses Veera rasa Raga Gaur Malhar expresses 

£?2£2£a r a sa , what i s meant i s t ha t in these ragas the 

quintessence of heroism and love has been captured. The 

dominant rasa of the Abhi.iffana Sakuntalam i s undoubtedly 

I rngara and ^rngara i s presented as a r e s u l t of the de­

p ic t ion of the myriad facets of love in the work. Prom 

the beginning t i l l the end the d i f f e ren t aspects of love 

— f i r s t there i s the bashfulness, then the expectancy, 
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the fulfillment followed by ecstasy, then the anguish of 

separation, the hurt of rejection, the grief of dejection, 

the regret, the remorse, then the joy of reunion and 

finally the tranquillity of mellowed love ~ are presented 

such that the overall relish is that of love or srnĝ tra. 
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CHAPTER - lY 

THE EVALUATION OF MUSIC 
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1. When any object or situation is appreciated or valued it 

is done so in reference to certain valued characteristics 

which the said object or situation may or may not possess. 

Similarly, when a piece of music is appreciated or evalua­

ted it appears to he done So in reference to some valued 

characteristics. The problem would then seem to be to 

discover what are these valued characteristics and whether 

these valued characteristics are common to all musical 

compositions and performances. Having been arguing for 

the view that music expresses emotions, the obvious stand 

to be taken, would be, to show that musical appraisal is 

also in some way connected to the expression of emotions 

in music, — either a piece of music is to be valued 

because it adequately expresses a particular emotion (the 

stress being on the expression), or a piece of music, say 

X, is to be rated more valuable than another piece of 

music Y, because X expresses P, where P is a specific 

emotion, —here the stress is not on the expression but 

rather on the kind of emotion being expressed. Hence emo­

tion P appears to have intrinsic value, for X is consi­

dered to be more valuable than Y, simply because it expres­

ses P. 
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Before embarking on the task of finding out which of the 

two alternatives actually hold good in musical apprecia­

tion and whether any emotion can be said to he intrinsi­

cally Valuable, I would like to briefly consider some 

problems of aesthetic evaluations. These pertain primari­

ly to literature and painting, but may be extended to 

music as well. 

2. The questions which have been asked and which have been 

variously answered are: is the critic, in making evalua­

tions of works of art and literature, committed to a set 

of principles; and if so^ what are the justification and 

the nature of the justifications of such principles? The 

important point to be noted is that, unlike many other 

things, works of art are unique and, in Strawson's words, 

there can be no general descriptive criteria for aesthe­

tic assessment. The uniqueness of art is all the more 

pronounced in music, where every performance is itself 

a unique phenomenon. The individual and specific features 

of a work of art, or a piece of music, are thus what is 

to be considered, for in appreciating a piece of music. 

Say Raga Mian Malhar, we concern ourselves not with its 

general features but with its individual and specific 

gestures. We say the raga is poignant not merely because 



95 

of the use of the two nlshads. hut because of the parti­

cular kind of way of using the nishads. in the form of a 

long circular meend. And in individual performances it 

is not merely because of this characteristic way of pre­

senting the nishg.ds, hut because of the particular way 

the individual performer presents it. 

Having appreciated Eaga Mian Malhar for its particular 

kind of poignancy is however, not to be committed to the 

view that poignancy is always a virtue in a musical expo­

sition. There is a view of criticism according to which, 

whatever is relevant to any evaluation is relevant to 

every other evaluation. This view is clearly an attempt 

to contain critical evaluation within certain prescribed 

or recognized formula or norms, or at least to assign 

value on the basis of certain "essential" features. 

This supposed need for fixed standards and essential fea­

tures is what F. R. Leavis refutes in his reply to Wellek; 

and I reproduce here part of Levis' reply, which, while 

being explicitly concerned with one's critical response 

to poetry, does also throw some light on the process of 

assessment in the other arts too. Leavis says "...The 

critic —the reader of poetry — is indeed concerned 

with evaluation, but to figure him as measuring with a 
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norm which he brings up to the object and applies from 
•1 

the outside is to misrepresent the process". What is 

required is a heightened awareness on the part of the 

critic of the art object, both of the parts and their 

unity, and this is precisely what Leavis' means for he 

adds: 

... the critics aim is, first to realise 
as sensitively and as completely as possi­
ble this or that which claims his atten­
tion; and a certain valiting is implicit 
in the realizing. As he matures in expe­
rience of the new thing he asks, explici­
tly and implicitly: '"Where does this come? 
How does it stand in relation to....? How 
relatively important does it seem"?^ And 
the organization into which it settles as 
a constituent in becoming 'placed' is an 
organization of similarly 'placed' things, 
things that have found their bearings with 
regard to one another, and not a theoreti­
cal system or a system determined by 
abstract consideration.2 

And again he says: 

Of course, the process of 'making fu l ly 
conscious and a r t i c u l a t e ' i s a process 
of r e l a t i n g and organizing, and the 
'immediate sense of va lue ' should, as 
the c r i t i c matures with experience, r e ­
present a growing s t a b i l i t y of organiza­
t ion ( the problem i s to combine s t a b i l i ­
ty with growth). Vlhat, on t e s t i ng and 
r e t e s t i ng and wider experience, turn out 
to be my more constant preferences , what 
i s the r e l a t i v e permanencies, in ray r e s ­
ponse, and what struct-ure begins to 
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assert itself In the field, of poetry 
with which I am familiar? What map or 
chart of English poetry as a whole 
represents my utmost consistency and ̂  
most inclusive coherence of response?-^ 

F.R« Leavis' views on the critical assessment of poetry 

sound equally convincing and revealing when extended to 

painting and music as well. It is indeed true that the 

first step in a critical appreciation is an intelligent 

"wide-eyed" exposure to a number of instances of genuine­

ly creative art. By repeatedly listening to music of the 

great masters — listening with discriminating attention 

not with "one ear on the standard" approach, but taking 

in all that the medium has to offer, one gradually begins 

to notice different features of the medium and as one 

gains in experience, these features which are at first 

not clearly perceived become distinct and characteristic 

and one begins to apprehend the "character" of the object 

of art. Earlier, speaking on the expressiveness of music, 

I had made a similar observation because expressiveness 

being an immediate experience cannot be known through 

second person descriptions. To determine the identity of 

the expressiveness of a piece of music, what is required 

is not an external standard or principle, but frequent 

exposure to the medium, accompanied by acute awareness 

on the part of ^e audience. 
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It is through such a patient and persistent process of 

exposure and discovery, that one comes to acquire a con­

ception of a tradition of music, and a critical vocabu­

lary in terms of which to find one's way about in that 

tradition. There would be loose ends in this conception, 

and the critical vocabulary would not be a hierarchial 

system with every element in its logically assigned place. 

But this is no hindrance either to the legitimacy of a 

particular evaluation or to the sharpness of a specific 

vision. 

3. It is interesting in this connection to compare the way 

in which one is educated in moral principles and the way 

in which one acquires a more or less systematic critical 

self-awareness in the arts. One may be told "It's wrong 

to do that", and have it made clear to one that it is 

not only this particular action, but this kind of action, 

that is wrong; notoriously one is given rules of thumb as 

a child, without their point being made clear to one. 

That one does learn moral values in this way is because, 

it is vitally important that people should behave in cer­

tain ways, before they are able to appreciate the justi­

fication of the injunction. In art, the situation is a 

different one: one's taste develops through encounter with 
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a number of individual -works, from •which something like ' 

a scheme of values gradually emerges, if it does; one is 

educated in art not by being told to admire certain things 

and disapprove of others, in the hope that one will under­

stand the point of these admirations and disapprovals 

later -~ such a procedure vould be evidently absurd. 

Speaking very broadly, one might say that both in morality 

and in art, there is, ultimately a tie-up between likings, 

desires etc., on the one hand, and "values" on the other, 

or between expressions of one's feelings about things 

and one's evaluative ;3udgements. In morality, if we bring 

these together, it is first of all by learning that values 

may not be related to one's likings: in fact, this is the 

inevitable way we learn the moral language. We might say 

that we learn the language of wanting etc, and the language 

of goodness, to a large extent, in separation; and some 

people never succeed in bringing them into a satisfactory 

relationship. But in our training in art the procedure is 

more of the following kind: we read stories and poems or 

listen to this piece of music and that, and find ourselves 

getting certain sorts of pleasure from them; and at this 

stage there is little use for an evaluative vocabulary 

which serves a separate purpose from the expression of 



100 

liking etc. It is only after a very considerable amount 

of reading sr hearing, when ve find that the pleasure we 

get from some works is much more intense than others, 

that some works are moving while others are merely exci­

ting, that in some we get new things every time we go 

back to them, while others wear thin, and so on, that 

we begin to have a serious use for,an evaluative vocabu­

lary. And jixst as some people never succeed in relating 

moral language to the language of wants etc, so many 

people never manage to tie up the language of liking, 

enjoying etc. with the language of aesthetic value. 

V, So far we have been considering how it in that we deve­

lop a critical frame of mind with regard to works of art, 

but the question still remains: when we do evaluate or 

assess a work of art why is it that from amongst a num­

ber of characteristics we select certain characteristics 

as valuable and leave out others, or again why do we 

assess certain works of art to have greater value than 

others? Can we give any justification or justifications 

for our selection and if so, what is, or are, the justi­

fications we give for our choices, 

We might, then, ask here, are we to accept after all, 

the legitimacy of the demand for a clearly articulatable 
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standard or principle of criticism? The point which, I 

hope, has emerged from the discussion of how a critical 

self-awareness develops, is that the critic or the would-

be critic does not begin with a set of fully articulated, 

readily available set of principles or standards of cri­

ticism. And, if we are to believe Leavis', he need not, 

even after his critical awareness has achieved a degree 

of coherence and completeness, embark upon what may be 

called a philosophical justification of "standards of 

criticism". The coherence and completeness of his "system", 

together with its "justification", is embodied in his 

work as a critic. There is no question of any justifica­

tion in abstraction from this work. 

Leavis may well be right about the extent of the philo­

sophical commitment of a critic. Nevertheless, whatever 

the critic might think about his philosophical responsi­

bilities, general claims about norms do get made, and 

one doesn't see how a philosophical consideration of such 

claims can be thought entirely futile. 

One such claim is that art of any kind must present 

"truth", and the reason why we judge some works to be 

greater than others, or within the same work, some aspect 
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to be more significant than another, is by virtue of the 

fact that it contains greater "truth" than another or in 

a particular case, certain aspects are valued because 

they accentuate or help to accentuate the "truth" presen­

ted. "Truth" 13 a very ambiguous term implying several 

things; we have truth equivalent to sincerityj to accep­

tability, then -we have truth as value for mankind, truth 

to stand for coherence of parts, truth as consistency 

and so on. The problem vould be to decide which among 

these Several meanings of tnith is implied in the arts, 

and whether there is a common notion of "truth", in all 

the arts or whether "truth" varies from art to art or 

within the same art form, from work to work. 

There is a view according to which, the presentation of 

"truth", is connected with one's ability to make true or 

false statements. But since statements rightly are made 

only in literature, we must restrict our examination 

only to literature. Literature, it is seen, can make 

true or false statements about historical facts or scien­

tific discoveries. But then the functions of art and 

history are quite different, for although historical or 

scientific truths may occur in works of art and often 

do occur, this does not make them art. Great works of 
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literature may present historical facts accurately, and 

may enlighten us about many historical truths, but these 

are presented only incidentally. It is not by virtue of 

the fact that they contribute something to historical 

or sociological knowledge that they are valued as great 

•works. If they are valued for the facts or information 

they contain then they are not genuinely valued. And 

this is so because, as has been often pointed out, no­

thing in a -work of art has a real aesthetic value unless 

it can reach the consciousness of the spectator or lis­

tener through the evidence of the art alone. 

This idea has, of course, been frequently exaggerated. 

One form that this exaggeration has taken is in the 

insistence, by some, that any reference beyond the vork 

of art Itself to, say, historical circumstances of the 

artist, commits the so called "intentional fallacy". My 

view is that the "intentional fallacy" is not a fallacy 

at all. One cannot, by a logical flat, rule out the 

possibility of some kinds of considerations, including 

those of the artist's psychological and sociological 

circumstances, and of the actual course of history, being 

relevant to the understanding of or to gaining clarity 

about a particular work of art. Ifeiving said this, however, 
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I would like to insist that while many kinds of consi­

deration can be brought to bear upon one's understanding 

of a work of art, the "truth" of a work of art is diffe­

rent from historical truth, or psychological truth about 

the artist, or the correct application of a technique. 

The truth of a work of art is rather the valid universal 

insight that it converys in and through its very parti­

cularity or imiqueness. 

"Poetry", says Aristotle", is a more 
serious t;hing than history, for poetry 
is chiefly conversant about universal 
truth, history about particular, ,.• 
in what manner for e.g» any person of 
a certain character would speak or act, 
probably or necessarily — this is 
universal and this is the ob;)ect of 
poetry. But what Alcibiades did, or 
what happened to him — this is parti­
cular truth.^ 

To express universal truths then, art must not only be 

"true about" something, but it must give us "insights" 

into human nature, into life and into oneself, and all 

great literature gives us this profound human Insight. 

Shakespeare's genius lies in his presentation of a wide 

range of characters, and the tremendous "Insight" he has 

in each. The greatness of any novelist lies precisely in 

his ability to select and present a character and having 
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presented him, probe invards in to the human hear t and 

mind and accentuate the human t r u t h s , as -well as to have 

a near-clai rvoyant understand of a wide range of tjrpes 

and of soc i a l mil iex. 

An important point to "be noted here , i s t h a t the career 

of any s ing le individual i s f i l l e d with a l l so r t s of con­

f l i c t i n g cross currents of actions and events . But a 

novel i s t cannot put in to his novel every aspect of a 

person 's l i f e and pe r sona l i ty . Therefore he chooses only 

such incidents and events which help to accentuate his 

p a r t i c u l a r " ins ight" of the p a r t i c u l a r charac ter , and 

does not c l u t t e r up his novel with a l l kinds of fac tual 

t r u t h s , hut otherwise i r r e l e v a n t d e t a i l s . Thus,one causal 

chain of events may be pursued, and in a great work every­

thing i s p rec i se and re levant to the presenta t ion of the 

a r t i s t ' s " i n s i g h t s " . In fact relevancy i s important not 

only in l i t e r a t u r e but in a l l the other forms of a r t 

too ; nothing in a raga, or a symphony or a conce^rto, i s 

ever redundant. The use of vivadj. notes in the exposit ion 

of a raga., does not de t r ac t but r a the r adds to or help« 

to accentuate the p a r t i c u l a r mood of the raga by offering 

con t r a s t s , of course the consummate s k i l l of the musician 

i s an important contr ibut ing fac tor . 
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Thus although, literature does not present us with pro­

positions which are empirically verifiable like those of 

science and factual like those of history, it gives an 

unlimited perspective of human life, and profound 

"insights" into human nature. 

Similarly in the visual arts, the painter or the sculp­

tor presents not merely what he sees, but tries to get 

to the "essence" of things. And although some artists 

are capable of presenting powerful and continuing charac­

terization, this getting to the "essence" of things seem 

to be the kind of truth the artist aims, and one reason 

why the same theme may be variously presented is because 

different artists capture different essences. An appro­

priate example would be Rembrandt's celebrated "Susanna 

and the Elders", The outstanding quality of this painting, 

the theme of which has been dealt with by earlier pain­

ters, has been dealt with by Rembrandt, imparting to it 

a novel and sensitive dimension, Lastman and Rubens 

before him had conceived of the scene as a contrast 

between the sensuous vulnerability of the nude Susanna 

and the pawing lechery of the old men around her. In 

Rembrandt's portrayal, the artist has veered away from 

the standpoint of viewing Susanna as a sexual object, 
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and Instead, he has portrayed her in such a way so aS 

to evoke compassion and a sense of the poignant. Her 

posture expresses the tautness of an animal trapped, and 

in her eyes we see the voice of mute appeal. Juxtaposed 

to the Baroque which laid great stress on dramatic signi­

ficance with the use of devices such as striking colour, 

female voluptuousness, all conveived in composition 

with a sense of the grandiose,~ Rembrandt's paintings 

evoke freshness in the quality of a dialogue and in the 

attempt to reveal the intrinsic essence of his subjects. 

The painting that comes to my mind here is Rembrandt•s 

"Aristotle contemplating the bust of Homer", While the 

master conveys the meditative mood of the philosopher 

with powerful use of colours and chiaroscuro, the famous 

Rembrandtesque technique — that of light and shadow 

reveals to the viewer the inner recesses of the philoso­

pher's mind, as does the golden chain emblazoned around 

the neck against the opulent black velvet robe. 

Thus whether it is the Rembrandtian characteristics given 

above, or the three dimensional solidity of Cezzane or 

the two dimensional decorative character of perceptual 

objects of Matisse, it is the 'essence* of things that 

an artist tries to portray ±n his art and this is the 
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'truth' of the visual arts. The presentation can differ 

depending on the type of "essence" "being captured, which 

only goes to further emphasise the earlier point, that 

in aesthetic evaluation, each work being unique, must he 

seen in its own perspective. 

We come then to music. Can there be said to be "truth" 

in a musical piece, and if so, then what kind of "truth" 

is presented and how is it presented? 

5. Music has frequently been thought to be connected with 

the spiritual and, thence with the moral, (It is some­

times claimed that the moral and the spiritual, while 

they may go together, are really not logically connected 

with one another, I do not, here, wish to enter into a 

detailed argument against this claim, I shall be content 

with merely saying this: while the spiritual and the 

moral are certainly distinguishable, the only available 

criterion of authenticity of the spiritual is the moral. 

The Spiritual cannot at the same time be immoral. Immo­

rality empties spirituality of its very core). One 

obvious way in which the connection can be made is by 

bringing to the centre of one's consideration the kind 

of music known as devotional music. (It might even be 

said that this kind of music is at the centre already, 
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whether one takes the Western or the Indian t r a d i t i o n ) * 

And the claim, then, would be t h a t the " t ru th" of music 

i s the moral and s p i r i t u a l message t h a t i t conveys and 

the e f fec t tha t i t i s meant t o have on the l i s t e n e r . 

But the question i s , does the moral message necessar i ly 

increase the aes the t i c value of the music? This view 

has been vehemently opposed and c r i t i c i z e d , and I quote 

here Tovey's remarks in h is book on Beethoven, to show 

the nature of the c r i t i c i sm tha t t h i s view has been sub­

jec ted t o . Tovey says : 

. . . we have always to remember tha t the 
business of the work of a r t i s to be 
i t s e l f , whereas ne i the r the science of 
e th ics nor the s t ruc tu re of soc ie ty can 
t h r i ve for long on that denial th&t i t 
i s the duty of man to improve himself, 
A sense of duty imposed upon a work of 
a r t from without i s a r t i s t i c i n s i n c e r i t y , 
vrhatever goes i n to the work of a r t must 
belong to i t . We must not impute i t as 
a defect in Wagner's ae s the t i c system 
tha t h is music dramas tend to g lo r i fy 
i r r e s p o n s i b i l i t y , or a t a l l events to 
remove from his heroes and heroines even 
by means as onide as raagis potions — 
every hindrance to the attainments of 
t h e i r desires .4 

The g i s t then i s t ha t a musical piece can have r ea l aes­

t h e t i c value only i f i t reaches out t o the audience 

through the i n t r i c a c i e s of music alone, and without the 

help of moral values and messages. According to Tovey's 
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view then, a raga is not a vehicle for moral truth but 

a thing which explains itself. 

Is Tovey justified in making these divisions between the 

aesthetic objective and the moral objective? One agrees 

with Tovey that didactic art, as such, may have very 

little aesthetic merit, but morality does not necessari­

ly have to be didactic; a moral objective need not be 

expressed or conveyed in the form of an overt message. 

This imbalance between aesthetic value and moral or 

spiritual value arises because a division has been made 

between what is music, and what muSic is for. But to 

separate what music is, from what music is for, is to 

attempt to break up the organic unity of a piece of 

music. Musically speaking, the "truth" of a piece of 

music is the "truth" of the sthayibhavay hence the 

"truth" of a piece of music is inextricibly bound up 

with the musical work as a whole, for it is the sthavi-

bhava that determines as well as embodies the "truth". 

To put the point in another way, although a piece of 

music may become defective, qua a piece of music, by 

too explicit an attempt at spiritualizing" (e.g. Raga 

Priyadarshini composed and played by Amjad Ali Khan, 
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in spite of his obvious skill), it -will "be erroneous to 

infer from this that the spirituality of a piece of music 

is something vhich can he separated from the piece of 

music itself. It can be shown, I think, that there are 

possibilities of spiritual enlightenment •which can be 

achieved only through music; and indeed, the realization 

of such possibilities has, especially in our own tradi­

tion, been regarded as the supreme task of music, *( See 

footnote). The ideal is to weld together the aesthetic 

and the spiritual so that one cannot have the one without 

the other. 

*In Indian music, a distinction is drawn between mgirga 
(highway) and d,esj. (by way) music, Mayga music is defined 
as that which was followed after by Siva (djfiahipeng.) and 
practised (pyavuktam) by Bharata, while desj., as that 
which serves for worldly entertainment (̂ Lok̂ murani akam), 
in accordance with customs. Nowadays it is common to 
classify all forms of classical music as paarga, and folk 
music as desj. But to classify thus, is to miss the 
implication of the terms marga and desjL. Maygg, derived 
from root mrg, means to chase or hunt especially by 
tracking anA in the Rgveda, it is connected with the 
idea of tracking the'hidden light —the occulted Agnj. or 
3un. Marga music then, implicitly conveys the idea of 
vimuktada or liberation, for it is by finding the hidden 
light that moksha is attained. De§i on the other hand 
derived from dis is taken to indicate and imply local or 
regional or pertaining to a limited or contained area. 
From the celestial or solar point of view desj. is mundane 
and limited, while mg.rga is sacred and limitless. The 
distinction of marga from desi is then not necessarily a 
distinction of aristocratic and cultivated from folk 
and primitive music, but rather a distinction between 
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This point may be granted, but one may still have a 

doubt about morality, being connected with music, spring­

ing from the idea, mentioned above, of the separability 

of Spirituality from morality. There is, however, ano­

ther, to ray mind, more effective way of showing how the 

moral does essentially enter into the aesthetic general­

ly, and into the aesthetics of music, in particular, 

6, The central concern of morality, to my mind, is, "how 

can I make myself a better person —better in my ordina­

ry, day to day, self-awareness as well as in my actions?" 

The simple answer to this question, given, say, by reli­

gion is that I can become better by ever altering my 

consciousness in the direction of unselfishness and by 

turning this altered consciousness into a source of 

energy for ray action. The religious person feels that 

sacred and traditional from profane and sentimental 
music. A piece of classical music could be desj,, if it 
were used just as a vehicle of self expression of the 
musician, or if all that the musician was concerned about 
was to give a "brilliant performance", with the display 
of virtuousity and technique, and with no attempt to 
capture the spirit of the music, and transcend mundane 
limitations, A good example would be Ustad Amir Khan's 
renderings of Raga Marwa and Raga Lalit, The first ren­
dering of Raga Marwa is marga in the true sense of the 
term,, and it can truly be said that the Us tad's render­
ing of Marwa has established a norm which is difficult 
to transcend. Whereas, in his rendering of Raga Lalit, 
he seems to be more concerned with fanciful and mundane 
techniques, and his use of badhat only divides the raga 
into "atomistic blocks", and does not present a picture 
of completeness. 
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he needs help for auch alteration of consciousness, and 

that J frequently, he does also receive help, "Not I, but 

Krishna"i The real existence of such help is often used 

as an argument for the truth of religious doctrines. Of 

course, prayer and sacrament may be "misused" by the 

believer as mere instruments of consolation; But whatever 

one thinks of its theological contexts, it does seem that 

prayer can actually induce a better quality of conscious­

ness and provide an energy for good action which would 

not otherwise be available;̂  

It is precisely this role of progressively altering our 

consciousness towards unselfishness that art — or at 

least great art —also performs. Following a hint in 

Plato (Phaedrus 25o), I shall start by speaking of what 

is perhaps the most obvious thing in our surroundings 

which is an occasion for "unselfing", and that is what 

is popularly called beauty. Beauty is the convenient and 

traditional name of something which art and nature share, 

and which gives a fairly clear sense to the idea of change 

of consciousness that I have talked about. I am looking 

out of my window in an anxious and resentful state of 

mind, oblivious of my surroundings, brooding perhaps on 

some damage done to my ego. Then Suddenly I observe the 
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jacaranda tree in full bloom at a distance. In a moment 

everything is altered. The brooding self -with its hurt 

vanity has disappeared. There is nothing but the mauve 

grandeur of the jacaranda* And when I return to thinking 

of the other matter it seems less important. And, of 

course, this is also something which we may do delibe­

rately s give attention to nature in order to clear our 

minds of selfish care. 

I have started by talking about beauty in nature not 

because I think it is the most important place of moral 

change, but because I think it is the most accessible one. 

It is so patently a good thing to take delight in trees 

and animals that people who plant trees in their homes 

and watch animals in their natural habitat, might be sur­

prised at the notion that these things have anytiiing to 

do with virtue. The surprise is a product of the fact 

that, as Plato pointed out, beauty is the only spiritual 

thing we love by instinct. 

There is continuity between beauty in nature and beauty 

in art, but the latter introduces us to a more difficult 

region. The experience of art is more easily degraded 

than the experience of nature, A great deal of art is 

actually self-consoling fantasy, and even great art cannot 



115 

guarantee the quality of i t ' s audience's consciousness. 

However, great ar t exists and is sometimes properly expe­

rienced, and even a shallow experience of what is great 

can have i t s effects. Art - that i s great ar t , not fanta­

sy ar t — affords us a pure delight in the independent 

existence of what i s excellent. Both in i t s genesis and 

i t s enjoyroent, i t i s a thing to ta l ly opposed to selfish 

obsession. I t invigorates our best facul t ies , and, to 

use Platonic language, inspires love in the highest part 

of the soul. I t i s able to do this par t ly by vir tue of 

something which i t shares with nature: a perfection of 

form which invites unpossessive contemplation and res i s t s 

absorption into the self ish fantasy-life of the conscious­

ness. 

Art, however, considered as a sacrament or a source of 

good energy, possesses an extra dimension. Art is less 

accessible than nature; but also more edifying since i t 

is actually a human product. Art is a human product and 

virtues as well as talents are required of the a r t i s t . 

The good a r t i s t , in re la t ion to his a r t , i s brave, t ruth­

ful, patient and humble. And not merely in representational 

a r t s , but in music especially, we receive intuit ions of 

these qual i t ies . The discipline that i s required of the 
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shlshva is not just a means towards the acquisition of 

the necessary skill by him, it is also, what I have 

called, the "unselfing", the necessary training in humi­

lity which must inform his art. The meditative, prayer­

ful, beginning of a khaval and the final letting go of 

the conclusion are also symbolic of this unselfing —of 

the banishment of the ego and self deceiving fantasy from 

great music. In great music we are presented with a truth­

ful image of the human condition — of the s tructure of 

OTor emotional life in a form which can be steadily con­

templated. Great music transcends selfish and obsessive 

limitations of personality and can frequently enlarge 

the sensibility of the hearer. Most of all, it exhibits 

to us the connection, in human beings, of clear vision 

with compassion and love. The clarity of vision, of, say, 

a Ravi 3nankar, is not a mirror-like representation of 

the form of our life of emotions, it is essentially com­

passion and justice, in musical terms, born of close 

intimations of the truth of the spirit. 
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1. The problem of sentimentality is a subject in itself, 

and. needs greater and more detailed analysis than I pro­

pose to do, but as the title of the work suggests, by 

endeavour here would be to understand only a part of the 

problem as related to music. 

Earlier in discussing emotions and expression of emotions, 

I had remarked that in music or in any other art foim, as 

in real life, more of a certain characteristic which is 

said to be expressive, or contribute towards the expres­

sion of a certain emotion, does not necessarily increase 

the intensity of expression of the emotion but projects 

something else. Too "sad" a rendering of a raga makes the 

performance affected and sentimental rather than poignant. 

From this it appears that overmuch of an emotion or in­

dulgence in an emotion is what leads to sentimentality. 

But then not all kinds of emotional indulgence can be 

called sentimental. There seems to be some kind of con­

nection between the emotion itself and sentimentality. 

Suspense thrillers, where the author indulges, and some­

times even wallows in suspenses and thrills, cannot be 

called sentimental. An emotional indulgence in Raga Mal-

kauns which expresses utsaha would not be called senti­

mental but pompous. It has been said that some emotions 
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are intrinsically sentimental. Michael Tanner in his arti-

cle on Sentimentality, says that some emotions are of a 

kind which inhibit action because they themselves are 

enjoyable to have, but if acted upon one would cease to 

have them and one does not want to stop having them. The 

range of feelings which help to increase one's own supe­

riority, so long as no activity is required e.g. right­

eous indignation, is according to Tanner, intrinsically 

sentimental, I believe that certain emotions, perhaps 

the three Spinozean primary emotions of desire, joy and 

Sorrow could perhaps be said to be intrinsically senti­

mental; sentimental, not in the sense that where they 

occur they have to be sentimental, but in the sense that, 

they have propensity towards sentimentality* 

2. Besides the view that to be sentimental is to indulge 

in feelings, and one can indulge in feelings only when 

one has had them on the cheap, or without any effort, to 

be sentimental is also said to be shallow. This may per­

haps throw more light on the problem of sentimentality. 

In our normal understanding of the term "shallow", means 

to have merely a superficial knowledge or understanding 

of any problem or situation. Thus when sentimentality 

is likened to being shallow, what is implied is that in 
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a given situation just the periphery of an emotion is 

grasped, and not only that, but the periphery so grasped, 

is taken to be the core and only essential feature of the 

emotion or emotive situation^ Sentimentality is then not 

just "morbid sensibility composed of gross multitude", 

but is due also to "emotional failure and dissemblance", 

and the morbid sensibility results from this failure. It 

is not as though the individual misrepresents the world 

solely to indulge his feelings, but that having grasped 

only a peripheral knowledge of any truth, lays emphasis 

on the wrong features, 

3, Again it has been said that a response is sentimental, 

if it is too great for a particular occasion, or when 

because of the interaction of sentiments, it is inappro­

priate to the situation which calls it forth. It becomes 

inapt, either by restricting itself to one feature of the 

many that a particular situation presents, or by substi­

tuting for it an Illusory situation, that may sometimes 

have hardly anything in common with it, 

V, In all these accounts of sentimentality the main feature 

that stands out, is that; there is a reference to a 

situation or an object. The question would now arise, 
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that if an object or situation plays such a crucial role 

in sentimentality, then hov does one account for senti­

mentality in music? This problem is all the more pronoun­

ced in pure instrumental music, for here there appears to 

be no reference to any object or situation, and yet some 

musical compositions are unmistakably sentimental. As I 

have already discussed earlier, musical expression is 

unmediated or objectless, and in music it is not on 

account of a situation or an object that a piece of miisic 

is judged to be sentimental; even in works of programme 

music like Berlioz's or Liszt's where there is an evoked 

or implied situation, it is not on account of that evoked 

or implied situation that the music is characterized as 

sentimental but the music is in itself sentimental. Simi­

larly Tchaikovsky is incessantly berated for the senti­

mentality of his Symphonies without a clear suggestion 

that they are exaggerated responses to some programmatic 

situation, and in the Indian context. Ustad Vilayat Khan 

is Sometimes exceedingly sentimental, but in the render­

ing of a raga there is definitely no reference to any 

situation or object. 

It is seen then that just as music is expressive without 

being about anything, it can also be sentimental without 
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there being any reference to any object or situation. 

Hence Tanner seems to be right when he concludes that 

sentimentality is not about, the aboutness of an emotion. 

5. Man's sentient life is a dynamic flow, consisting of 

pits and peaks. No emotion remains static either at the 

peak or the pit. Sentimentality is the attempt to make 

an emotion remain static at one point, when the natural 

life of the emotion is that, there should be ebb and 

flow. When an emotion is made to remain at one point, it 

becomes super-saturated and becoming supersaturated 

looses its character and relevance. An appropriate and 

vivid example of this would be Miss Havisham in Dicken's 

Great Expectations, who is jilted on her wedding day, 

and who, makes life come to a standstill, clock on the 

mantelpiece, clothes, drapery, dress, emotions, precisely 

at the moment she is jilted. Miss Havisham is of course, 

eccentricity personified but normally the persons invol­

ved in great tragedies gradually get out of the pit if 

they let life take its normal course. It is not that the 

grief is forgotten but for a person directly and greatly 

involved in a tragedy, the grief is not a part of a frag­

ment of one's existence, but envelops one's whole being 

and entire life; the grief flows on and becomes poignant^ 
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Whereas for the person not directly involved in a trage­

dy, the grief is fragmented i.e. the grief and sense of 

loss affects only a certain part of the person's exis­

tence and th-us it is made to remain static. Remaining 

static, the situation becomes supersaturated with grief 

and hence sentimentality comes in. 

Sentimentality is thus overstating or overattending to 

the dramatic quality of experience and neglecting the 

mundanity. Everything in life has more than one side to 

it and if the essence of any particular situation is not 

grasped then only one aspect is emphasized. Wordsworth's 

poems could serve as a good example of sentimentality, 

where Wordsworth being exposed to the benign influence 

of nature of the Lake Districts, emphasizes only the 

tranquility and the curative touch of nature. Aldous 

Huxley is right when he states that perhaps Wordsworth's 

view of nature would have been different had he visited 
2 

the tropics. 

Coming to music and having said that music is sentimen­

tal without being about anything, the problem arises, on 

what basis is music to be characterized as sentimental or 

•unsentimental. If there is no referential point, how is 

a piece of music said to be sentimental. 
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^* Susanne Langer has said that music is an "unconsummated 

symbol", and this could perhaps give us an insight into 

the vay sentimentality comes into the expression of emo­

tions in music. By "unconsummated symbol", I understand 

music, as that whose potentiality for expression has not 

been exhausted, or applying the term I had used earlier, 

music that has not become supersaturated. 

Sentimentality by being static exhausts all potentiali­

ties. Music as "unconsummated symbol", of man's sentient 

life, is ever flowing and dynamic with endless possibi­

lities; creating new dimensions and revealing strange 

depths of emotions or any particular emotion. In Indian 

music the srutis take on this important role of keeping 

this flow on. Srutis increase the expressive quality of 

a raga but at the same time do not exhaust creativity. 

Similarly in the Indian Theory of Dhvani^ the expressive 

quality of poetry is said to be increased by the power 

of suggestions rather than direct expression; suggestions 

do not exhaust creativity. Sometimes in the rendering of 

a raga the flow is internalized. This is especially so 

in the Indian classical dance forms of the south. There 

are certain points in the course of the dance when the 

music flows on and the dancer becomes seemingly static — 
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b-ut in actuality the dancer does not become static but 

rather the movements go inwards. There has been an attempt 

to fill in these static moments with actual movements by 

the famous ballet dancer Rudolph Nuriyev, in his dance 

composition entitled "Bhakti", where against typical 

Garnatak music, he presents a new dance form by filling 

in all the places of potentiality i.e. corresponding to 

all movements in the music there is a body movement. 

Though very creative and innovative as a synthetic dance 

form of the east and the west, I do not think this kind 

of dance form would have enduring appeal and this is so 

because of the attempt, as it were, to exhaust all poten­

tialities . 

7, It is then not the feelings and emotions which make a 

piece of music sentimental but how they have been presen­

ted, and how they have been presented is again dependent 

on how one understands them. The ideal state is then 

neither to do away with emotions altogether and concen­

trate only on the formal aspects of music nor to go 

about expressing emotions without understanding them at 

all. The idea is neither to shirk or avoid, nor to 

indulge —• the ideal condition of man being one in which, 

he has no fear of his emotions however powerful and 
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•voluminous, because of his confidence in their vitality 

vhich results from one's grasping of the essence of an 

emotion. It is true that a man who is emotionally educa­

ted is as rare as a phoenix, but that does not mean that 

one need to do away with emotions altogether. As Tanner 

put it, ".., it is the recalcitrance of the world in 

refusing to suffer one's emotional expressions that leads 

to so many of them remaining wholly within and either 

dying of in activation or burgeoning without point, thus 

leading one nilly willy to sentimentality," 

To avoid sentimentality in music one must see an emotion 

In its proper perspective. Only when an emotion is taken 

in isolation that it restricts flow and becomes static 

and allows no creativity. An emotion expressed in a piece 

of music, must be presented as it would really be in life 

and for this a greater insight into emotions is required* 
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In this concluding chapter, I wish to make some remarks 

in reiteration of some of the points I have made in the 

last chapter about the connection of music as a form of 

art and morality and spirituality. These remarks are made 

against the background of the Theory of Rasas, and the 

scheme of purusharthas in Indian Philosophy, Thus, I con­

sider them, as a matter of fact, to be a confirmation of 

my vievs expressed in the previous chapter, rather than 

as mere reiteration. 

But before this,I wish to say something about music and 

its purely causal powers. In spite of the fact that the 

causal evocative powers of music are so obvious, not 

much attention has been paid to them by the theoreticians 

of music. The problem of course belongs properly to the 

area of psychology of music rather than philosophy of 

music, I have neither the competence, nor, fortunately 

the need, to embark upon the task of a detailed discus­

sion of this problem, I mention this at all here, because 

of its possible relevance to what I have to say in a more 

substantial way a little later on. 

Of all the forms of art, music alone seems to have almost 

an instinctive power of affecting us in a distinctive way 
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both psychologically and even physica l ly . There i s f r e ­

quently, an immediate, tha t i s , unmediated, causal con­

nection betveen the hearing of a piece of music and what 

follows in the l i s t e n e r ' s mind and body. Think of a c h i l d ' s 

response to a piece of music by thumping his fee t on the 

ground or an adu l t ' s propensity to s t a r t marching on 

hearing mar t ia l music. I t i s because of t h i s immediate 

i n s t i n c t i v e nature of music's effect on us t h a t , often 

i t i s not poss ible to subject i t t o any kind of i n t e l l e c ­

tua l a r t i c u l a t i o n or grasping. We are in a ce r ta in sense, 

"pure suf fe rers" of music ra ther than enjoyers of i t . I t 

i s because of th i s tha t music has been looked at with 

much suspicion by some, otherwise respec tab le , i n t e l l e c ­

tua l and s p i r i t u a l t r a d i t i o n s . Think here for ins tance , 

of Is lam's a t t i t ude to music or of Tolstoy 's s trange 

reservat ions about music as a form of a r t . In "suffer ing" ,* 

a piece of music, there i s also an abandonment of the 

self , but t h i s abandonment of the sel f i s very d i f fe ren t 

from the "unselfing", t ha t I have talked about in the 

previous chapter. 

*I use the word "suffering" here to ind ica te th i s so r t 
of helplessness and se l f abandonment tha t music often 
induces. 
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My reason for ra i s ing t h i s point i s the possible connec­

t ion with the view t h a t music i s not , or a t l e a s t ought 

not to be , t reated as an autonomous form of a r t . There 

are two senses of the idea of autonomy in th i s context : 

( i ) music i s unconnected with anything ext ra musical; 

( i i ) music does not need the help of anything e lse in i t s 

expressive function, I have in the ma;)or par t of th i s 

work, argued against the f i r s t kind of autonomy, hence 

a l l the discussion about music and i t s e s s en t i a l r e l a ­

t ionship to our emotional l i f e . I have, however, upheld 

music's autonomy in the second sense of t h a t term. Music 

i s complete in i t s e l f in the sense tha t in i t s expres­

sive function i t does not need the help of anything tha t 

i s e s s e n t i a l l y non-musical (See Chapters I & I I ) . 

However, i f one r e f l e c t s on the purely causal powers of 

music and the almost i n s t i n c t u a l nature of these powers, 

i t may not a t a l l be surpr is ing to think tha t music has 

been given by some a s t a tus lower than the other forms 

of a r t . Art requires a kind of responsiveness on the par t 

of the audience which demands a se l f consciousness which 

i s frequently absent in the otherwise a t t en t i ve l i s t e n e r 

to a piece of music. In Indian aes the t i c th i s responsive­

ness t h a t i s demanded has been cal led sa-hrvdaya. 
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Sa-hrydaya reqiiires one's becoming attuned in a self-

conscious intentional vay to the emotional situation pre­

sented. (hrvdaya sarnvg-da); and then being absorbed, (very 

different from abandoning oneself) in its presentation 

(tgjipiayj. bh5vana)« It is this self controlled absorption 

that results in rasanubhavana. 

An overemphasis on the causal powers of music may there­

fore lead one into thinking that music by itself is not 

a form of art at all; it achieves this status only in 

association with things other than music such as poetry, 

dance, drama, and so on. It is possible to sympathize 

with such a view when one thinks of, say, Western pop 

music or even or Jazz, One has only to think of the hys­

teria that such music is intended to induce in the 

audience and which frequently it does induce. Again one 

talks of the so-called vitality of jazz music, but this 

vitality perhaps is much more a matter of its effect 

rather than of an intrinsic quality of the music itself. 

Perhaps it is considerations of this kind that lead even 

the great Indian aesthetician, Bharata, into thinking 

that music's role as art is peripheral rather than cen­

tral. Music helps drama in its central role of the pre­

sentation of rgtŝ s rather than present them in its own. 
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In maintaining that music as a form of art is complete 

in itself I have of course rejected this view of music. 

Music is not something which is a mere instrument of 

causal manipulation, although it can be sought to be 

used as such an instrument. To listen to a piece of music 

is similar to being addressed by a speaker in the sense 

that in addressing a potential hearer, the speaker does 

not merely seek to cause the hearer to attend to him, but 

rather invites the hearer's attention to him. 

However, when we think of music in connection with the 

rasas it does seem as though some at least of the rasas 

are not amenable to purely musical expression or presen­

tation. Thus, take for instance, vibhatsa and adbhuta. 

These do seem to require the help of non-musical contexts 

(e.g. drama or dance) for their successful presentation. 

But equally there are other r^sas, chief among them 

Îrfigarg. and karuna which are capable of purely musical 

presentation. The fact that there may be rasas which are 

beyond the ken of purely musical presentation, does not 

however detract music either from its essential complete­

ness or from its status as a form of art. This point 

becomes clear from a reflection on the nature of the 

relationship between the rasa and their essential unity. 
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Let me approach this point through a discussion of the 

relationship of the so-called virtues to one another. A 

reflection on the virtues naturally leads us to think 

about the relationship to one another which yields the 

idea of an order of virtues. It is difficult to state 

this in anything like a systematic way but the order is 

there nonetheless, and it is by virtue of this order that 

our moral life acquires a coherence. For example, if we 

reflect upon the virtue of courage and ask why we think 

of it to be a virtue, what kind of courage is the highest, 

what distinguishes courage from rashness, ferocity, self 

assertion and so on, we are bound in our explanation to 

use names of other virtues. The best kind of courage is 

steadfast, calm, and temperate, intelligent and loving. 

This may not in fact be the right description, but is 

the right sort of description. If we carry on our reflec­

tion in this direction I think it is inevitable that we 

will come up with a single unifying principle of all the 

virtues, a principle which unites them into an order 

which must inform the truly moral life, I think the one 

virtue which alone can perform this unifying role is love. 

Thus, think of courage without love or temperance without 

love, or intelligence without love. All these can easily 
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become the Instruments of the immoral or the e v i l . I t i s 

love that binds them together as the necessary fabr ic of 

the moral l i f e . 

I t seems to me tha t exact ly the same point can be made 

about the eight rasas t h a t Bharata t a l k s about. I t i s 

not in i s o l a t i o n , but in uni ty or coherence t h a t the 

rasas inform the aes the t i c object or the work of a r t , 

( a t l e a s t what can be considered a grea t work or even a 

proper work of a r t ) . And in the order of rasp.3, the yasa 

t h a t performs the supremely unifying and v i t a l i z i n g 

ro le i s the i'rngara rasa , which i n t e r e s t i n g l y i s frequen­

t l y t r a n s l a t e d as love; t h a t i s , ^rngara i s not j u s t the 

highest of a l l the r a s a s , i t i s a lso something which must 

inform the others so t ha t they become appropriate objects 

of ae s the t i c presenta t ion a t a l l . Thus take the eight 

rasas of Bharata: IrngSra. iiMZa, kailffia, r^udra, vj-ra, 

bhavanaka, v ibhatsa , adbhuta. While hasy^, for ins tance , 

can by i t s e l f , be the subject matter of a purported work 

of a r t , i f tha t was the only rasa presented in the work, 

the work, while i t might be "enjoyable", w i l l necessar i ly 

lack the completeness and uni ty of the kind that would 

normally be demanded of a "proper" or s ign i f i can t work 

of a r t . This i s even more c l ea r ly the case with rasas 
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l i k e raudray bh^vanaka and vj.t)hatsa. While karunay vjLya 

and adbjhuta ( the marvellous) can ce r t a in ly be the domi­

nant rasa of a work, they achieve t h e i r fu l l p o t e n t i a l i t y 

of aes the t i c worth only when tempered by srng^ra. Karuna. 

devoid of love , may a t bes t be p i t y ; virp, merely f e roc i ty , 

and adbhuta merely astonishment. I t i s the completing 

power of I rngara . tha t turns each of them in to a s u i t a b l e 

subject of aes the t i c t reatment . 

Thus the fac t t h a t there may be rasas which may not be 

amenable t o purely musical presenta t ion , i s not someting 

tha t can affect the wholeness of music. For such r a s a s , 

i f there are any, are not in any case proper subjects of 

aes the t ic t r ea teen t in i s o l a t i o n . I t i s su f f i c i en t tha t 

the p r inc ip le of a l l the r a sas , v i z . , I rngara can be an 

indisputable subject of t o t a l musical treatment. I t i s 

a l so s ign i f i can t that srngara i s associated with the emo­

t ion of love in i t s bewildering m u l t i p l i c i t y of dimen­

s ions . One might even venture to suggest that there i s an 

order of ^rngara i t s e l f j u s t as there i s an order of the 

r a s a s . The highest form of srngara must involve the kind 

of "unselfing" tha t we talked about in the l a s t chapter, 

the "unselfing" which i s the bas i s of morality as well 

as t rue s p i r i t u a l i t y . 
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But what is the connection of all this with the purushar-

thas? That is, granted that the rasas need to he united 

in ;̂ rngara, in order for them to become suitable or 

worthy subjects of aesthetic treatment, what has this to 

do with the goals of life, which is what the purusharthas 

are supposed to be? But before I attempt to answer this 

question, a word about the theory of purusharthas. "Puru­

sharthas" literally means "the meaning of man", and the 

purushartha theory is, to my mind, an attempt at a phi­

losophical understanding of the concept of man. In other 

words, I consider the theory as a non-empirical, concep­

tual delimiation of the idea of man, puruî a. Man is such 

that, he would not be man at all —that is, he would be 

3.ess than man, or perhaps, even more than man —if he 

were not engaged in the pursuit of the purusharthas; 

arthg., kama, dharma and mpksha. And this statement is 

not an empirical generalization about man. It is, if you 

like, an analysis of the concept of man, or perhaps, a 

synthetic a priori truth about man. (An interesting dis­

tinction is sometimes made between the first three by 

themselves which might be sufficient for a philosophical 

definition of the concept of man, and that the last is 

more a prescription than a constitutive element in the 
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in the concept of man. I do not agree with this distinc­

tion, "but, unfortunately cannot go, in any detail, into 

my reasons for this disagreement. But some justification 

of my position can be found in what follows). The nuru-

sharthas. like the rasas and the virtues, seek, by their 

•very nature, unity and completeness in a mutual, life-

enhancing, "interactive" inter-relationship. The pursuit 

of artha alone, or k̂ tm̂  alone or dharma. or moksha alone 

is self-destructive in its own way. As K. J. Shah puts 

it, "artha alone as a goal is greed, kama alone is lust, 

dharma alone is mechanical ritual, and moksha alone is 

escapism". And greed, lust, ritualism and escapism are 

necessary forces of alienation: each, in its own way, 

alienates man foim his humanity, is destructive of the 

purusa in him. What unites them into a humanity genera­

ting whole is a mutual interdependence with dhg-rma as 

the sustaining principle of this inter-dependence. 

Now, what is the place of aesthetic pursuit in the scheme 

of purusharthas? Aesthetic pursuit is principally pursuit 

of kama. But, as we have already seen (Chapter IV), a 

work of art, both in its genesis and in its enjoyment, 

requires a disciplining of the self, and a progressive 

banishment of the ego which is also the essential demand 
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of morality or dharma. And a good description of moksha 

is the "actual al̂ olition, of the ego altogether". The 

mo"vement of our consciousness towards self-lessness is 

also a movement in the direction of love. Self-lessness 

is the necessary and it will not be too much of a exagge­

ration to say - sufficient condition of love - love of 

others, of natural objects, of objects of art and of 

God. And the rasa connected with the experience of such 

love is syngara. 

To sum up: While aesthetic pursuit is primarily pursuit 

of kama — it is also a pursuit of progressive self­

lessness, of progressive "unselfing", and, therefore, of 

love. Such pursuit is thus a paradigmatic example of the 

interactive unity of the purusharthas. But if what unites 

the pTirusharthas is love, what unites the rasas in an 

aesthetic object is srngara. Thus, while aesthetic pur­

suit is a truly human pursuit, its product, — the aes­

thetic object as well as its enjoyment — when it is 

authentic, is the embodiment of the rasa of that which, 

holds human life together. And in music this rasa finds, 

as it were, its purest expression. In achieving such 

expression, music also affords us more than all the other 

arts intimations of immortality, of ananda and moksha, 

of genuine spirituality. 
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In conclusion, I wish to say a word, once"again, in jus­

tification of the title of my thesis. -As I had already 

pointed out in the Introduction, the title might arouse 

expectations which would not be fulfilled in the course 

of the work. For instance, I might, quite understandably, 

have been expected to devote a substantial part of the 

work, to discussing problems in the philosophy of language, 

problems such as, "What is it for anything to have a 

meaning at all?" "Is meaning always a matter of conven­

tion?" "Does intention have anything to do with meaning?" 

"What are the peculiarities of linguistic rules as opposed 

to other kinds of rules? ' And, "Can these questions be 

asked of music?" "If so, how is one to answer them?" It 

is by now obvious that these questions were not asked in 

anything like a direct way. If some of them nonetheless 

find an answer, it is only incidentally that they do so. 

In spite of this, however, I do think that the title is 

appropriate. And my reason for saying this is as follows: 

Miisic shares with language the latter's central property, 

that is, music, like language, is a conveyer of meaning. 

Also, like language, it conveys meaning in a non-causal 

way. Music does not just causally manipulate our atten­

tion, it rather invites our communicative response to it. 
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I have been primarily concerned with the nature of this 

invitation, and with the nature and norms of propriety 

of the response. And it is this concern of mine that I 

wished to emphasize by calling this work "Langiiage of 

Music". 
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