
Tradition and Modernity

Narayana Menon

THE Cl1LTURAL SCENE today. A hundred years of change and gro wth
and produ ctivity. \Vltal was it lik e, the cultural scene, a hundred years
ago?

The whole of the So uth, where Carnar ic music is heard and prac
tised, had been revitalized and tremendously enriched by three of the
great creative minds in fndian music: Syama Sastri (1763-1827), Thya
garaja (1767-1847) a nd Muthuswami Dik shitar (1775- 1835). T here
must have been many in 1888 who had heard them sing, metthrm and
remem bered them with happiness and nostalgi a.

Subbarama Dikshirar, Muthuswami Dik shitar's adopted SOil, a
youngish man of 49, was coll ecting, codi fying, editing a nd making
available 10 us and (() posterity a prodigious reperto ire of Carnatic
compositions to dale, not to mention authoritative accounts of raga
lak~a,!as, and gamakas, in his monumental Sangita Sam pradaya Pra
darSini. III 1888 Maha Vaidyanatha Iyer was 44; Pamarn Sub ramani a
Iyer, 43. TirukodikaviJ Krishna lver, at 38, must have been revealing to
his cont emporaries the finer po ints of the new in strument on the
Carnatic musical scene. the violin. In 1\1ysore a yo ung Veena player,
Veena Seshanna, only 35, was capturing the public imaginati on with
what that great instrument could do. Twenty-live-year-old Vasudev
achar was doing his gurukulavasam. A twenty-one-year-old girl called
Dhanam was aston ishing her family and her teachers with her
precocity.

And what was happening in the North? Nathan Khan was 46,about
the sam e age as Subbarama Diksh itar, Balakrishnabuwa !chalkaran
jikar was 39. Alladiya Khan, th e great teacher of Kesar bai Ketkar and
Moghubai Kurdikar , was an up-and-com ing yo ung mu sician o r 33:
Sha nkar Pandit of Gwalior and Allauddin Khan, the teacher of Ali
Akbar, Annapurna and Ravi Shankar, were in their early twenties.
Vishnu Narayan Bhatkande, who tried to classify Hindustani ragas
within a logical and svstemauc framework. w as a yo ung man o f 28.

In 1888 the dance scene was a lively one. The T anjore Quartet,
~on temporaries of the great Trinity in music, were creative forces both
m dance and music and their successors and descendants worked
closel y with composers like Dharmapuri Subba ra yar. the son of Syama .
Sastri. The home of Dhanam 's mother Sundaram a nd her moth er
Kamaksh i was a meeting place (or composers, musicians and dance
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teachers . T he close affinity o f mu sic and dan ce was being continua lly
refined and rein forced. Melauur and Kuch ipudi had fin e exponents of
the ntitya tradition . The great Bindadin and his brothers Kalika Pra
sadji and Bhairav Prasadji revealed to the North the niceties and the
splendo ur o f Katha k dancing, enrichi ng it s repertoire wit h some of the
greatest composi tions that we know today. In Kerala, Koodiyauarn
nourished, the koothambalams of tem ples like the Vatakkunnathan
Kshetram in Trichur and the Koodalmanikya Kshetrarn of Irinj ala
kuda resounding with the beats of the Mizhavu and the superbabhinaya
of the Chakya rs, raising huge shadows o f wonder in the audience.

In Kathakal i, th e second hall of the 19th cent ury witnessed an era of
documenta tion and publicatio n o f the great classics. The great Ira yim 
man 'Th am pi, the creator of Keecokavadham, Ullaraswayamuaram
and Dak.!ayagam, was the grand old man 01 the day in 1888. Vayaskara
Muthathu, the creator of Duryodhana uadham , was a youn g boy of JJ.
Killikkurissimangalam, the crad le of many great art ists and an forms
of Kerala, was nurturing the talen ts o f such brill iant crea tive artists as
Manthredath Nambudiripad (Subhadrtihara'!flm ) and Elayitathu
Nambudiri (Rtijastiyam). In and around 1888 some of the great Katha
kali dancers of all times, legendary figures - Kunchu Kanhavu.Ittira
richa Menon, Kesava Kurup, Ambat Sankara Menon - made their
patrons and audiences aware of the depth and sophistries and subtleties
inherent in perhaps the great est form of dance-drama that the world
had witnessed.

Music and dance were in abundance - in abundant vitality, mature
developed traditions in a ll their resplendent glory before commercia l
ism and urbanization ga ve their growth a new dim ension and a new
twist. The other arts were in disarray. The on slaugh t of imperialism
and foreign rule created a period of unlovelin ess and pri delessness in
the arts. Outside o f music and dance, it was not a period of wh ich we
could be very proud or happy.

We often tend to overlook the role of the ar ts in the development
process. The arts do have political and ideological implications. The
recognition, the restoration of human dignity is a prerequisite of
freedom. And in this we are motivated and inspired by the arts. Full
freedom is not possible without cul tural ident ity. We need to fulfill
ourselves in o ur own environment . agains l o urown background, lf the

arts are to bloom as a continuing process.
Today there is a realization of thi s. On the rultural scene today,

tradi tion and modernity should meet. They are no longer 10 be treated
as inimical. One is no t destructive o f the other. There is full er, more
meaningful awareness of tradition today . We haveshedoraresheddin~
our sentimental association with words like tradition. let alone a SSOCi ·

ations of divinity or invulnerability. As the great poet, think~ and
cri tic T .S. Eliot has said, it is da ngerous to d ing to an old tradit ion, to
confuse the vital with the unessential, the real with the sentimental.
Tradition does not mean a return to som e previous condition so ~ to
preserve it in perpetuity. It should stimulate our living and our think-
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ing. What ma y have been a legitimate healthy belief or practice vester
da y ma y well he a pernicious belief toda y. Eliot h as also staled:

Whal we can do is (0 use ou r minds. remembering that a tradition w ithout
intelligenc e is not wonh having, ( 0 discover what is the best hfe for us . . . as a
par ticul ar peopl e in a particular place; what in the past is worth preserving and
wh at should be rejected: and what condition s with our po wer 10 bring about
would foster the society that we desire.

There is certainl y.an awareness of this toda y as we can see if we
examine and anal yze the cultural scene in India. 1£ it were not so. our
arts would appear an anachronism in 1988. Today we are very con
scious of the world we live in - atomic energy. guided missiles,
sp utn iks. industrial psycho logy . vitam ins. sulp ha drugs. international
finance. \Ve are a modern nati on acquiring rapidly a modern interna
tional outlook and consciousness. The expression of this conscious
ness would need new techniques, new idioms, new styles. Our most
significant painters, sculp tors, architects, poets. dramatists realize this,
that art and life are not things apart.

I do not want to say much about music and the dance. These arethe
two major art forms which have stood the ravages of colo nialism and
foreign rule and emerged unscathed. Even at the most turbulent and
unsettled periods in the historyof modern India. such as the first hal! of
the 19th cen tury. when siege a nd conquest. petty and big political
intrigues . treachery and calumny. greed and ambition were the orderof
the da y. music and dan ce flourished. The court of a ruling prince like
Swat i Tirunal in Trivandrum was . even in th ose d iHicult days. a
meeting point for scho lars and musicians and dan cers from all over
India. We know that in Tamil Nadu, Syama Sastri, Thyagaraja and
Dikshitar were composing the greatest works the repertoire of Carnatic
music had witnessed and changing the face of it in th e process; also that
the Tanjore Quartet was revitalizing the ITaditions of dancing as set
forth in the Nti(yasast1a. In Bengal a new genre of music. Kavigana.
was heing evolved and perfected. And at the court of Nawab Wajid Ali
Shah. the great court musician a nd dancer Thakurdas was adding
subtle shades of refinement to the Kathak dance.

Dance and music are the great pride of our cultural scene today. Of
course , one can come across voices of orthodoxy and nostalgia moping
and grumbling about standards going down and the tradition getting
defiled. But this is a standing complaint that every generation makes
about its succeeding generation . I have no doubt that the interest in the
arts in India today is greater than ever before: that we have talent in
abundance. and. what i~ more. access to that talent through public
performances. exhibit ions and the mass media. The vogue of Indian
music. Indian dancings and of Indian'films abroad would need a whole
article to itself .

The exchange of art istes and of cultural delegations with countries
the world over is giving a new dimension to the cultural scene. Th is isa
two-way traffic. \Ve have more and 'more artists, musicians and groupS
from Europe. the Amer icas and the East every year. and more and more
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1836 - 1910
1813 - 19f8
1833 - 1987
1839- .1981
1814 - 1908

of our art ists, dancers. and musicians are seen and hea rd beyon d OUT

frontiers.
\Vhat we are wi tnessing today - w ithout ourbeing awa reof itall the

time - is a flowering o f o uro ld traditi ons and values in the context o f
the 20th centu ry. And, wh at is more, it is being achieved without
seriously violating their character, their strength and their uniqueness.
And this is taking our artsout of their traditional sheltered backwaters
and pl acing them in the main stream o f internationa l creativity. enrich
ing them , a nd being enriched by them .

The cu ltura l scene of a coun try like India with its vast population,
its linguisric probl ems. an ancient tradition which has to com e ali ve in
the context of today, isa n area wh ich needs carefu l study and investiga 
tion a nd documemat ion.1 have sketched it briefly, making a point here
and there, leaving out much. There is the rapid growth of the mass
media which may turn out to be the biggest instrument of change.
There is th e problem of harnessing tradition to modernity. There are
the growing needs of socio-econo mic development and the role of the
ar ts in it. These a re problem s and challenges to be faced fairly and
squarely. It is an exciting prospect, fu ll of pride and preiudice tem
pered with sense a nd sensibili ty.

*

And now a word about the Soviet situation. The reaction against
Italianism in music - and Germanism.

Nineteenth century- and theperiod is close to the Indiansituation:

Glinka ( 1804 - 57)
and
Dargomijsky (1813 - 69)
The group of Five :
Balakiref
Cui
Borodin
Mussorgsk y
Rimsky-Korsakof

On to modern Russ ia:

Stravinsky: Th e Rite of Spr ing (1913)
Scriabin
Prokofief
Miaskovsky

And on 10:

Shostakovich
T . Khrennikov 1.f2;"CI?

•.»JtJ!FT tJATAX ',XADffi
E", DeJM.JJDOOl
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A. Eshpai
Shchcdrin
(The Lady with a Lap-dog: Chechov)
T aktakishvih (Georgia)
Kachaturian
Kabalavsky (teacher)
Yarustovsky (scholar)

*
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What I would like to see is a flow ering of our grea t melodic tradition
in the context of the 20th cent ury a nd o f our rapidly changing social
or ganization . This can and shou ld be ach ieved without viol at ing the
character, strength and individuality of the tradition. I do not share the
views of those who fear tha tall this may be the beginning of the end of
our traditional arts. There are two poin tshere. One is that the most
unorthodox experiments and revolutionary innovations in creativity
have often turned into accepted practice in the course of a generation.
The other is that new devel opments do not necessaril y mean the
destruction of old styles and forms. In Europe the growth of the
symphony orchestra and, more recently, of concrete and electronic
music has not kill ed 'the writing of chamber music or the sing ing of
unaccompan ied folk songs. Nor have Palestrina or Purcell or Bach or
Mozart been forgotten in th e 20th century. The brilliant innovation of
Merce Cunningham has not affected the work of the traditional Bol
shoi ; nor the plays of Becket put Shakespeare in cold storage.

Finally. letusremember that modernization does not mean westerni
zation. Modernization means the fullest use of ourgreattradition in the
cont ext of today. \Vesterniz3 tion implies imitating. borrow ing idioms
and techniques whi ch are o ften alien to us. 0
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Il CULT URE AND TRADITION

The coll ective consciousness of a peo ple in generating its cu lture
o perates in certain distinct modalities which may bereduced. 10 and are
expressible in terms of concepts . These concepts are foundational to,
and formative of. the respecti ve cu lture. In num ber, they co nform to
the law of parsimony. T hey constitute the necessary and sufficient
condi tion to gener-ate, sustain and express the various cuh ure modali 
lies. The selfsame concepts recur in the given cu lture co ntinuum at
different levels in varying forms and thus give rise to the modalit ies. A
peopl e and their culture may be generally characterized throu gh a
corpu s of such con cepts.

Spatioternporal cont in uity isone such primary conce pt, correspond
ing to a cu ltural modality. Itopera tes th rough secondary conceptssuch
as change. repetition. recurrence. regenerat ion, etc. Such rominuity
may be linear or spi ral. Tradition is a linear continuit y in the behav
iour ai"l!or expression of a group of people. It is dynamic in a living
culture. If dynamism accrues merely from repet it ion or imitation,
tradit ion becomesstagna nt, as hap pened, (or instance. in Indian music
in about the 10th-11th centuries and in Carnat ic mus ic about a
hundred years ago. Then the modalities tend to wither away and the
culture tends to become barren. unless it isrevitalizedand succoured.H
dynamism accrues from cont inuous change, such change should be in
respons e to

L nux in the totality of human culture and flux in national
culture;

i i . need for realignment with the past;
iii . contemporary' needs and fun ctional relevan ce;
iv. aspirations for the future of the people who generate, sustain

and express the culture.

If it does so respond, the culture grows in vigour and vitality.
No art or artist can exist in an isol ated present. For, the present is not

a vacuum but is the end prod uct of a series of presents in the past, each
of which was in tum such an end product in history. the culmination
of countless generations, each of which grew out o f itsreactions to its
own past and its own present, i.e., its environment. Therefore, J fully
endorse the view.of Alexander Myaskinov when he says

The artist comes into aworld already fu Uof works o f art, created before him. H~
studio not only the real life of his own cont emporaries and ancestors, thew.h~le
complex and frequently co ntradictory system of human relations, but in addiuon
~e his~ory of art stretching over many centuries. His link with life is not 5~rly a
link with actual events, but as j ohannes Becher emphasized. with the SPl1'lfual
culture of society.J

.What.Hector Agosti said at a meeting of Musi cians in Buenos Airesin
1959 is equall y relevant to this context : .
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Tradit ion ca~ sene on ly as an element or na tional suc-essjon and n OI as rrUm.)1
is a bsur d (0 attemp t keep ing (0 tradi t ional nor ms all th e lime. as it is torenocnce
th em alt ogeth er.•

"Keep ing to traditional norms all the time" is the repetition and
imi tatio n I mentioned just no w, It is not only a bsurd; it is Iatal to rhe
culture. " Renounce them altogether" is like cu tting the topmost
sprout of a tree from its stem and roots. A culture remains vita l and
continues to grow on ly as long as change is moti vated by the four
factors mentioned above.

T radition and change, therefore, are not mutual ly incompatible;
indeed, they are interdependent. TIl ey grow together by mutual inter
action and feedb ack. A tradition can grow onl y if it continues to be
modern . A tradi tional mode of cultural expression can remain alive
only if i t is relevant to the trends, attitudes, needs and aspirations of its
practitioner s at all periods of time. This isthe fourth motivation for
change which I mentioned a little while ago. Vakhtangov ha s righlly
said : "Open the windows. Let the fresh ai r in, Let life in. \Ve must not
[ear lire . We must join it." 'lndeed. Alexander Myaskinov proposes nOI
one, but th ree intertwining traditions: a tradition of world ar ts,
national traditions, and socialist realism traditions. "

1/1 C ULTURf AND }IODERNISM

Growth in tradition involves a dual , simultaneous process of both
addit ion and subtraction : it must lose the deadwood of archaism and
obsolescence of the pa st: it m ust gain the modifications and innova
tions of the present; it must a lso con tain in its womb the seed of the
trends of the fu ture. Thus tradition is con stantly in the cruci ble of
change and is constantly minted anew to retain its currency. In other
words, tradition is the sum ma tion of the mod ernities of the pa st.
Modernity shou ld be distinguished [rom modernism. The former
involves the concep t of updating tradi tion so as ( 0 includecontempo r
ary needs, requirements. conventions and aspira tions. The latter
involves the idea of renou ncing tradition altogether. The words of
Alexander Dymshits are pertinent in this connection :

. . . modernism is wda y s)'oon ymizrd in western art idiom .....i th symbol ism.
acmeism, futurism, Imagts t and other schoo ls such 3S nprtuion ism. cubism,
supremarism, dadaism. surrealism etc. Modern ism is lhe'offspri ng or all these
' ism 's which are openly asocial and aruirealist. which have their roots in subjec
live idealism. aestheticism and formal ism .1

Modernism in music and the o ther ar ts is divorced lrom the people;
for, the ir expression is almost entirely su bjective and lacks the firm
fra me of referabili ty. Therefore their capacity for communication is
very limited. and loa vague 10 be able to bestow definilion or clari ty.
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Music, like the other arts, £Jows on a bed of th eory, within the banks
of traditio n. Theory is sy nony mi zed in mod ern Indian parlance with
sastra . discipline. Its (u nctio n is regulative and di recti ve. In India
sastTa is twofold : it may be descr ip tive (l'a T~tla) o r regu lat ive through
prescriptio n and proscript io n . M usic theory fun cti ons at IWO levels.At
the foundational level it is regulative and is a corpus of concepts.
h ypotheses, axiom s, law s. theoretical models . etc. At the level of prac
tice it is descripti ve . But the descript ive supers tructure always implic
ill y assume s the regulative infrastructure. A theoretical treat ise (iaslra)
ge nerall y contains three elemen ts: abstraction . generalization and des
cript ion. It tends to be h istorical a nd philosophical in the first two; in
the third, it describes specific and actual mat erials of practi ce. This is
true of nearly every treat ise o n Indi an mu sic. Since it describes both
past and contemporary music, it serves as a sentinel o f tradition, A
distinguish ing feature o f textual transm ission in Ind ian music is that
almost every treatise, written o ver the cen turies, always empha sizes that
the practi ce of music is immensely more important than its mere theory
an d that theory should a lwa ys foll ow a nd el ucida te practice a nd not
uice tJ~Tsa. By and large, the raison d 'etre for the composit ion of a
theoretical treatise on mu sic ha s been, thro ughout th e cen tu ries. conci
liation of precedent practi ce, prescription or theory w ith the actual
music of the day', In other words. people and their participation is
always preferred to the eli tist, conserva tive few. I sh all refer to this
preference again p reseru ly.

IV INNOVATI ON

Innova tion is introduction of novelty. Novelty is of the highest
importance if the flo w of music is (Q be contin uous and cr eative. BOlno
novelt y .can be en tirely se lf-ge nerating, no artist can be creative in a
vacuum. For, somethin g can be new only in a con tex t; it is therefore the
product of the interaction of th e individual with his inner a nd outer
worlds.. What Leonid Lecnov sta tes in respect of li terature applies
eq uall y 10 music " All literature is bound to be a diagonal in the
parallelogram of the individual a uthor and th e whole h eritage of the
world literature."!

Innovation is more specific and individualized in art music and its
cogn ate s than in folk music. etc. wh ere it is largelygen eraland anonym '

.' faous. For, the former proceeds from the ontogen ic creative acuvn y0

p art icular consciousness while the latter emerges from the ph~loge'
netic creative activity of a co llective co nscio usness. Further. the lnn~·

vat ing individual is a product of both the past and the present and IS

moving on the path of th e future.
Music and o ther arts are like an ancient tree, hoary with traditiO."but

full of fresh £Jowers and fruits of innovati on" thus innovation glvesa
n ew lease of life a nd cont inu ity to traditi on, Alexa nder Myaskinov
says:
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True an is always th e- di scovery o f something new. Here one sboujd bea ware ol
the dogmatic repet ition of o ld formulae ."

Respect for traditions. hatred o f imita tion. loveofboldinnovation-c thesearethe
basic principles o f all true realistic an.u

The socialist realist is guided by the laws of artdiscovered bythe classicsofworld
lherature. in particular, the Jaw of d ialectical un ity01tradi tion and innovation.II

The Soviet poet Leonid Martynov expressed the same view in rela
tion to poetry a t a meeting of poets in Rome in 1959; "T radition must
be continued. not imitated.t'P An inherently strong innovation soon
becom es tradition if it gains general acceptance; fQT, it is areinrerpreta
tion o r reexpression of the inner values and of the formative concepts
underlying the culture. Therefore tradition progresses as a combined
function of moderrury and innovation. It grows through incessant
triangular interact ion amongcollective consciousness. indi vidual con
sciousness and environ ment.

V I NDIAN MUSIC

'Indian music' is a comprehensive term; it does not mean that the
selfsame . sin gle music - same in content and form - is practised
identically in every part of the huge subcon tin en t which is India . It is
moot whether it was ever so practised in the past. either. Even now,
mus ic changes contiguo usly and co ntinuously along three axes drawn
from the southern tip of India along the east coast, west coast and a long
the middle to the northernmost extremi ty. The mu sic changes imper
ceptibly at co ntiguous points o n each axis; the mu sic on a point on the
mid-ax is is roughly the a verage of the musi cs at the extremities. But the
mus ic is widely diHerent at the farthest po ints. Further, the mus ic
performed in any given region carries its own characteristic flavour,
Style and traditio n. despite considerable interdiffusion . These micro
variations form the mosaic which is Indian mu sic, Again , Indian
mus ic comp rehends man y modes such as classical (ar t), folk, tribal ,
traditional-ritual isampradiiyo ), light-classical. light. film , etc.

Whalever the mode. Indian mus ic is alw ays composed and per
formed in terms of the q uadrology 01 raga, lala, prabandha and viidya.
The first three reveal distinct traditions in both text ual and oral trans
missions in both Carnatie and Hindustani 'music. Each reveals (re·
quem attemp ts at modernization and innovation during its evolution;
practicall y every music (reali se composed during the past two mill en
nia has for its cor. the updating of ragas, lalas, prabandhas, and
~cas~onally the vtidyas in term s o f co ntemporary usage.~f'Se a~e
tnvanably accommodated into a stream of past usages so that a trad i
tion is buill up. If in novations and creations introduced by individual
genius such as a new raga. tala o r p rabandha gain sustained. general
acceptance, the novelty lades gra dually, and after pass ing throu gh a
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transit ion o f ambiguity or resistance, they merge into the mainstream
of tradition. This process is continuing even in our own times; for,
there is vigorous activity in innovati on and modernization in both
Carnatic music an d Hindustani music, albeit in a frame of somewhat
conventiona l crea tivity. Kallinatha provides an in stance ofsuch updat
ing in Taga, tala and prabandha in th e 15th century".

VI T RADIT tON AND CONTINUIT Y

A distinguishing feature o f Indian culture is i ts persistent love and
respect fortradition . T radition is regarded as beginningless and eternal
(saniilana). All cha nges in both theory and pract ice are sought to be
accommodated bymodificati on, extension. expans io n Orreinterprets ..
tion of an already existing prescriptio n or des cription. This is true of
every time-honoured p rescr ip tive o r descriptive di scipline in India .
This is true of mu sic also. This is why every sign ificant or critical addi..
rion or subtraction in theory or practice over the centuries is sought to
be aligned to an existing tradition. Every important innovation or
creat ion introduced in to the body ofour music is simila rly sought to be
presented as an extensio n . ex pansion . modification or reinterpretation
of an extantor archaic principle, techniqueormaterial. Sou th Indiain
parti cular has endeavo ured to maintain continuity in its cu ltural and
other mod alities throughout the ages through such a methodological
device. Th is is speciall y true of Camatic music.

The earlies t insta nce of th is in In dian culture is found in the secular
arts. These were sought to be integrated into vedic culture by deriving
them (rom the Veda itself. Bharata, Nan yadeva, 5artl;adeva and otheTs
have done this: indeed, Bharara bestows on the theatre art the status of
the (fifth ) Veda itself; accord ing 10 him, Brahms created na!ya by
drawing its elements from the fOUT Vedas . Matanga confers on music
affiliation with the Tantra. Naradiya Siksa serves as a bridge between
the musrc of the Sam aveda and secu lar music.

The evo lution of Indian music is marked with several suchauernpts
to accommoda te the present into the past and v ice versa. Examples of
this are:accommooation o f melodic adm ixtures int o their lowestcom
mon multiple - inco a genre called [dti ; aooommodario n of progrrssjve
departure/variation ol gnima-Tagas hom their archetypes within an
extended frame of bh<isti, vibhtisti and aruarabluisd ;accommodation of
their further variation/depa rture' into upa-rdgas, r~ga-a,;ga, bhti¥i·(mga,
etc.; accommodation of the g rtim a a nd its paraphernalia into theme/a /
thti!a ; col!imatio n of the structural aspec ts of the lotalilYof the Tlig~
I~to ten VI tal elements (Tliga-daSa-prti"a ); accommodation of the_~'51

lalas mID a general matrix of len vital elements (/Iila-daSa-pra na);
accommodation of the suladi tdlas into the framework o( the d,Sitilas;
accommodation of the numerous desi ragas and talaswithin the peri
meter of 'classical' music. f tC.IS TIle introduction of the drone insttU-
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ment, viz., the taminiri, in the 14-151hcent ury, the induction of violin,
saxophone. clarinet. mandolin, Khafij ira , Marsing. etc. into classical
mus ic are further instances of such accommoda tion taking place in our
times.1i

VII MUSIC FOR TIlE PEOPLE

Tradition ensures canalization of individual genius. firmness and
slabilily of fonn, consolidation of objectives and values, focusing on
perspectives and integration with other culture modalities and inti
macy with the total culture. BUI it does not address only the elite, the
conservative and the purist. For , a work of a rt is a social phenomenon:
it should afford genuine aesthetic enjoyment and arouse noble feelings
in man . In the words of Yakhtangov, it

must enact the turbulent spi rit of the people."
If it has not been heard in the sou l of Utepeople, if it ha s not been divined in the

heart of the people; then it can never be of laedng worth ... One must draw
creative strength from the peop le: one m ust contempla te peopl e with the whole of
one's creative bdng.·'

Did not Mussorgsky say:

Music is meant to speak with the people at large and not with a narrow
audience of the composer's closest associa tes."

M~sic derives its inner spirit and strength from the people. Whar
Anastasyev said of Soviet theatr e is equall y valid for music.

Whal saved theatre for the people and gave it 1Mpower cl self-renewal were ii'
profound inner li es with th e nan..e land. an ardmt loyally 10 in democrat ic art,

aryd above aU. me f«ling Ihal the new govnnmml understood it and was
ronctmed for iu welfare."

Lenin said that music should be inextricably interwoven in to the fabric
of people's lives:

Art belongs to me ProPIe. II must have its roots in the ..tty thickness of the
broad. working masses. It must be mmpIThms ible to the massesand beloved br
then. II must unite the feelings, thoughts and will of the masses. elevate them, II
must wakm the artist in them and educate them.II

I would therefore join Sergei Prokofiev in calling ID the composer:

Then isno time jorcomposing lor a liny groupofanlhrtn. Today the brcedest
strata of people stand facing gJw mus ic txptoant}y. Q)m~l pln1,e p ay
particular auemion ro thi s. If you dr fve tbe ptOPltaway. thty wdllt~ you lor
jazz or for teirful traSh . . . But if you succeed in allJ3Cung them, you WIll ba vean
audience the like of which has not hem kOO't'lo"n at any time. anywhere-l l dots not
follow from this , bcwever, that you should play down to theaudiencr. Playing

down always contains a trace of ins ino:rily.tt
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He appea ls to the arris; to combine the essential democratis m of his
music with his own creative teachings. striving for a new kind of
simplicity, a new kind of clarity.

What is the role of mus ic in our society of today and tomorrow?
Yarustovsky describes this well:

Music must exert a vrry strong influence on the development o f the people in a
nt"W society. BUi lD 3.c<:omplish I his. itmust possessa high ideological comemand
should beaddressed mainly lO the audience.Music can bemade popu lar firstofall
thro ugh lifting the broad masses to an inte llectuallevel wh ere they can appreciate
great music-and letus add.c-where thevcan judgemusic professionally; thiscan
beat tained through encouraging mu sical creativity on a mass scale.Our compos
en and musicians therefore do not lim it themselves to creating and performing
new musical works of high artistic value but hundreds and hundreds of them
devote themse lves to pro pagandizing KJf'3t mustc ."

VltllNDlA N MUSIC : DEMOCRATIZATION

Indian music has been keenly a live to this principle lhroughout ilJ
career. \Vhenever con servatism and elitism tended to shrink its aims.
scope and functions. Indian music has always responded with reac
tionary revolution so as to embrace the people in timately again. Thus
as long ago as the 7th cent ury A.C. Matanga has called the entiretyof
music as - Brhad-desi, i.e, great, enormous desi , because it compre
hended the whole people-music which is for everyone, including
women, chi ldren, cowherds and kings, which theysing for lhemselves.
in their own country" . He includes the music of the jungle tribes
Sabara, pulinda, hamboja, van ga and bah/1/w as well as the avahri~!a

dhruua of the theaIre, which was delimired to the use of only four
notes" . He describes many ragas of folk origin which were being
embraced by art music. The majority of song forms he describes were
composed in the languages of the people and addressed to them". This
has remained the guideline for evolution of Indian music lhroughout
its history. Nanyadeva, Sanigadeva and a host of others have echoedin
their works the des; music which resounded in the edifice of classical

, music of their.limes. Kallinatha says in the 15th century that whatever
be the changes in lhe Slate of music, its most important criterion for
survival, or justificat ion for its existence, is its appeal for the people."
The several hundreds of mus ic composers of India, especially in the
South, such as the Sivasaranas, Haridasas, etc, of Karnataka.' .ivaand
vais,!ava Alvarsof Tamil Nadu, the T a!! apak.an1Uiad andm~n~o~er
composers of Andhra and Kerala, Thyagaraja, Muddusvam! Dik\lla,
Syama Sastri and a huge train of their schools have given a new
dimension 10 OUT music and have restored it 10 the people. In conse
quence, music has shifted its platform from templ esand royal courtsW

homes and streets; it has become a necessary cultural accomplishmenl

for lhe,common man in South Ind ia.This is largely true in North India
also.
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IX NEW CHALLENGES

Not that our music is without probl ems: its very proliferation has
brought in many probl ems. Excessive diffu sion , trem endous growth in
media, high technological advances in preserving. perpetuating and
amplifying music, stre sses and strai ns of mod ern living, etc. have
introduced problem s in the preservat ion of tradi tion. preservation of
the intimate relationsh ip between teacher and taught, between com
poser and performer. and between performer and listener. It is now very
important for quality to keep pace with quantity in innovation and
originality.

But it is good to have problems; they area symptom ofa growingand
healthy organ ism; they show that our music is not stagnant. They are
also a worthy chall enge to system ati c. concerted endeavour towards
progress. Progress in music is progress of the human spirit. For. is not
music th e sole in strument for achieving the fourf old human goal ?

It is ascent. the human spirit beholds Beauty a lso as Truth and
Auspiciousness; salyam':sivam-sundaram,

Let us help our music to help us achieve peace, harmony and love
between man and man, between people and people. 0
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