

















23 TAGORE ON MUSIC AND MUSICAL AESTHETICS

transcends the style of rendering it. In course of a discussion with Romain
Rolland on the 24th June, 1927 at Villeneuve, Tagore told him——

“The starting point of arts, poetry, painti g or music, is the breath,
the rhythm which is inherent in the human body and which is the same
everywhere, and is therefore, universal. I believe, musicians must often
beinspired by the rhythm of the circulation of blood and breath. A very
interesting study would be a comparison of four tunesof different
countries. With more developed music things become more complex,
and the underlying similarities cannot be systematically traced.”!3

Folk music of different countries have some sort of subtle similarities, but
the classical music of different countries have been developed in different
ways. Yet, it was the challenge of the aspect of the universality of music that
led Tagore to lay the foundation of research work and comparative study
of music of different countries for musicians and musicologists. Dilip Kumar
Roy also discussed the aspects of regionality and Universality of music with
Tagore. He was searching for the absolute value of hits art. Tagore was of
the opinion that the absolute value can be determined only in course of the
passing tides of time. The superfluous may decay but the essential will
remain.

Tagore and H. G. Wells had an illuminating conversation on this point
in June, 1930 in Geneva. H. G. Wells believed that “music is of all things in
the world the most international”.1¢ Both of them thought that one will be
able to appreciate the music of different nations by the process of closer
acquaintance with them by means of cultural communications. We hope
that the cultural evolution of the world as a whole will produce the results
in the age to come.

Though Albert Einstein was a scientist, he was a keen lover and critic
of music too. In August, 1930 Tagore and Einstein had had an exchange of
thoughts and ideas about music. Einstein learnt many essential things about
Indian music from Tagore. Tagore explained to him,

“There is in human affairs an element of elasticity also—some freede
within a small range, which is for the expression of our _personahty.
It is like the musical system in India, which is not so nglfily ﬁxec} as
in the western music. Our composers give a certain deﬁntxte out]m.e,
a system of melody and rhythmic arrangement, and Withll.’l a certain
limit the player can improvise upon it. He must be one with the l‘aw
of that particular melody, and then he can give spontaneous expression
to his musical feeling within the prescribed regulation. W.e praise the
composer for his genius in creating a foundation along with a super-
structure of melodies, but we expect from the player his own §kxll in
the creation of variations of melodic flourish and ornamentation. In
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help us in ordering and assimilating to it the discordant motions
of our souls. Any rhythm again was given us from the same source
and for the same purpose, to help us in dealing with what is unmea-
sured and chaotic in the minds of most of us.”33

Tagore was expert in chanting Vedic hymns and he realized the signi-
ficance of uttering the starting and concluding Om on a steady note. Tagore
called this Omkar-music of the boundless infinitude. Once he delivered a
nice speech on this Om34 at the prayer hall of Santiniketan. His explanation
differs from that of the Tantrik sages. He said that Om is the synchroni-
zation of two things—rik on one side, sama on the other; Word on one side,
tune on the other; the truth on one side and the life on the other. He valued
Om for its musical effect rather than for any mysticism within it. In the article
‘“Sahitya” of Sahityer Pathe, Tagore said that when a piece of music ends,
it does not create a nihilistic darkness of silence, rather it is then unified
with Om, the virtual spirit of the whole Universe.3® Om is the sonorous meta-
phor of the whole gamut of cosmic feeling. Many examples can be found
from the works like Santiniketan (the compilation of the speeches of the
prayer sessions). Sanchay, Darma, Brahmamantra etc. In a specific portion
of Chhanda Tagore wrote that only the sound-effects and not the semantics
of the hymns of the Upanishads lead our spirit to the infinite Brahman.®®
Almost similar is the explanation given by The Pelican History of Music.

“Thus it is that the ragas, like the mantras or sacred formulas, are re-
garded as aspects of and hence as approaches to Shabdabrahman,
that is, the Absolute (Brahman) conceived as sound.”’%?

The Oxford History of Music also records about Om as follows —

“In the advanced culture of India the syllable Om (arrow) (which is
pitched very highin the wdghita song) isthe nail which pierces the
whole world and holds it together.’38

The continuous drone of tambura used in Indian Music is akin to Om.
Ananda K. Coomaraswamy wrote —

“We have here the sound of the tambura which is heard before the
song, during the song, and continues after it. That is the timeless
Absolute, which as it was in the beginning, is now and ever shall be.
On the other hand there is the song itself which is the variety of Nature
emerging from its source and returning at the close of its cycle.”®

Tagore advised the pupils of Santiniketan as well as all those who
attended his prayer service accompanied with music that all our daily life
should be guided by the devotional fervour achieved through daily prayet
just as a musical performance is based on the principal tune of the tambura®®












































