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 Puja (devotional song) – Obeisance to Musical Thought
I arrive in Dublin only after a long journey, which led me last week through India – Kolkata and Santiniketan – where I participated in the final events celebrating the 150th anniversary of the birth of Rabindranath Tagore, the polymath Nobel Prize winner for literature, the founder of a university that integrated the arts into higher education in India, a painter of renown, whose works currently hang in a special exhibit at the Art Institute of Chicago, and the creator of a system of musical thought so remarkable in its scope and its capacity to generate a modern musical notation and music theory for Bengal that it continues to bear his name for the musical repertories it encompasses, rabindrasangeet. As I prepared this Larchet Memorial Lecture, I began to realize that 2012 was auspicious for other reasons, for it was one hundred years ago, in 1912, that Rabindranath Tagore published his Gitanjali (Song Offerings), the work for which he received the Nobel Prize and would be championed by William Butler Yeats, who wrote the preface for the English translation.
Ppt 1 – Photograph of Ranbindranath Tagore
A common affinity for Yeats might be one of the reasons that the Larchet Lecture has led me to reflections on Tagore, and Tagore has led me to reflections on Larchet and musicology in Ireland. John Francis Larchet was a generation younger than Rabindranath Tagore, and we have every reason to believe he would have felt the impact of Tagore on music, the arts, and aesthetics in a nation seeking its independence from a history of British colonialism. Ireland and India had much in common in 1912. You will all know that Larchet, during his long tenure as director of music at the Abbey Theatre (1907–1934), composed incidental music to many Yeats plays and productions. During this past Tagore Year, we might also have celebrated Larchet’s first musical exploration of Yeats, The Land of Heart’s Desire, also from 1911. I have yet to discover whether Larchet and Tagore ever met, but they had much in common, above all in their sense of the local and the global, the national and the cosmopolitan, the intimate and the universal in what I should like to call this evening “musical thought.”
For both Larchet and Tagore music was crucial to the world and to history with universal dimensions, secular and sacred. The relation of song to thought was critical to both Larchet and Tagore. Tagore’s songs are often songs about song, in other words, the very reflexivity that connects words to music, that renders them inseparable from embodied human experience.

It is the wholeness of music in the world encompassed by Tagore’s thought and realized by those who continue to weave music into that wholeness that leads me in my Larchet Memorial Lecture to Tagore today as a point of departure. We witness this wholeness in the orchestral palette of Tagore’s landscapes, as described by Amit Chaudhuri and realized by the great Bengali film-makers, such Satyajit Roy and Ritwik Ghatak:
The Tagorean landscape is often orchestral, participatory, musical, synchronic. . . . [In an early] poem, “Jete nahi dibo” (“I Won’t Let You Go”), all of nature, as the speaker departs from home and family on a long absence involved work, echoes his daughter’s final words to him in an actively participatory way, in what can only be called an orchestral threnody:

What immense sadness has engulfed

The entire sky and the whole world!

The farther I go the more clearly I hear

Those poignant words, “Won’t let you go!”

From world’s end to the blue dome of the sky

Echoes the eternal cry: “Won’t let you go!”

Everything cries, “I won’t let you go!”

Mother Earth too cries out to the tiny grass

It hugs on its bosom, “I won’t let you go!” (Chaudhuri 2011, xxx–xxxi)

The Tagorean landscape contributes to the wholeness of musical thought when occupied by the musicologist/musician/actor, forming the sort of stage we witness in the selfness of Gitanjali, a stage to which he moves as a Baul musician, whose songs he has collected to create rabindrasangeet.
Early in the day it was whispered that we should sail in a boat, only thou and I, and never a soul in the world would know of this our pilgrimage to no country and to no end. In that shoreless ocean, at thy silently listening smile my songs would swell in melodies, free as waves, free from all bondages of words. (Gitanjali, 45% in e-book version)

Dance, too, grows from the influence of Rabindranath Tagore on music, as in the following performance in the West Bengali classical style in which myth and modernism are juxtaposed, with Radha and Krishna:
• Ppt 2 – from Rabindra dance in Kolkata, January 2010 •

I organize my thoughts today, for the Larchet Memorial Lecture and the symposium that draws us together in Dublin, to convey the wholeness of musical thought that Tagore’s contributions to the formation of Bengali and Indian modernism embodied. The six sections of my lecture, thus, use the six genres of songs in Rabindrasangeet. I have begun with puja, devotional song in obeisance to the wholeness of Tagore’s musical thought. And now I turn to bichitra, the miscellany and variety that leads us outward into the world, where we contemplate the universality of musical thought.
Bichitra (miscellaneous songs) – On the Universality of Musical Thought
The larger goal of my Larchet Lecture today in Dublin is to apply philosophical and aesthetic dimensions to the presence and expression of musical thought as a fundamentally human endeavor. Those dimensions are therefore both local and universal. The metaphors and forms of expression they assume engender variants, but these connect rather than separate cultures, languages, religions, nations, and historical periods. These connections are made possible through the contexts of music in what I call an ethnographically and musicologically expanded philosophy of language.

This goal, accordingly, extends to the larger search for a new and, I should hope, more comprehensive way of writing history using the dimensions and language afforded by musical thought. This music history becomes itself more comparative, based on rethinking musical difference as common. It is critical for understanding the wholeness of musical thought for which we strive that commonness is forged from difference, as it was, for example, in the multiple perspectives evident in Nicholas Cook’s and Mark Everest’s 1999 edited volume, Rethinking Music (Cook and Everist 1999). Our musicological potential to understand the nature of what is common about vastly differentiated musical thought can be, ultimately, what joins us – what joins us here today in Dublin – as musical scholars and empowers us with shared purpose in our research and teaching.

The commonality of musical thought grows from the physicality and materiality of the human being in the experience of meaning. Musical thought is the phenomenon of this experience. Sound is imagined, produced, mediated, transmitted, heard, embodied, interpreted, and understood. It is this chain that comprises musical thought. Musical thought arises from these “representations, subjects, and objects” in all instances, according to Jairo Moreno:
For all their radically different aims and strategies, these cognitive gestures [i.e., music theories] may be said to invoke a figure who hears, listens, and understands, as well as a means to represent what that figure hears, listens [to], and understands. (Moreno 2004, 1)

Let me suggest some ways in which we might think, through metaphor and model, about musical thought, at least as I should like to apply it today.
Ontology / Universe
Sacred / Religious                                                Natural / Material
Historical / Temporal                                            Geographical / Spatial
Ideology / Political
Ppt 3 – Metaphors and Models of Musical Thought

These domains are fluid and overlapping, and their dynamic quality is a product of the juxtaposition of parts constituted by twos and threes, binary and trinitarian. Such domains can be seen as opening toward other models of music as musical thought, for example that of Rabindranath Tagore (Alam and Chakravarty 2011, 315–14):
puja – devotional songs
prem – songs of love
swadesh – patriotic and nationalist songs
prakriti – songs of nature
bichitra – miscellaneous songs
anushthanik – ceremonial songs
Ppt 4 – Tagore’s six types of songs
I have employed the six parts of this modeling process to describe the religious and political thought generating Jewish song in the modern era (Bohlman 2004):
Ppt 5 – The Calculus of Jewish ‘Song’ (Bohlman 2004, 33)

The patterns of modeling assume diverse forms, but modeling of musical thought is crucial to the wholeness of the historical dimensions critical to what I am considering today.
Ppt 6 – The Divisions of Indian Musical Thought (Rowell 1992, 10)
Ppt 7 – Musurgia universalis (Kircher 1650)
Ppt 8 – Guido Adler – Musikwissenschaft
Ppt 9 – Charles Seeger’s Conspectus
The differences within and among these approaches to the metaphors and models of musical thought are extraordinary, and yet they share the common desire of embracing a wholeness. In so doing, they draw us into a long tradition – an intellectual history – in which musical thought is critically present.
Prakriti (songs of nature) – The Birth of Musical Thought from Human Sacrifice
Jewish musical thought, which forms the foundations of the tradition that shaped Western music history emerges from the narrativity that transforms the physicality of Jewish myth and history. Text becomes form, tale becomes genre. Narrative in its many forms – biography, allegory, metaphor, prophecy – coalesces around moments of Jewish eschatology – diaspora, survival, return – and music is sounded. I turn now briefly toward Jewish musical thought by focusing on the genres of narrativity that most sweepingly shape Jewish history and music history, epic and ballad.

I begin at the beginning, or rather, at the end of the beginning, that is, at the eschatological moment that brings the Torah to its close, the “Song of Moses,” the thirty-second chapter of Deuteronomy, the Fifth Book of Moses, D’varim. The Torah – the Five Books of Moses, the Pentateuch – is, of course, one of the most ancient of all epics, performed, that is, chanted, in an annual cycle that returns to the beginning of myth and history, Be-reshit, Genesis. History is told and retold through cantillation, which localizes and universalizes the relation between text and melody, and that realizes the sacrifice crucial to Jewish musical thought. It is at the moment of most profound sacrifice, the Akedah, Abraham’s willingness to give his son Isaac up to God, that the materiality of the ram’s horn becomes the shofar that will sound the ritual moments of Judaism’s epic cycle (Genesis 22).
Ppt 10 – Hebrew text for Genesis 22, 9–13
9 And they came to the place which God had told him of; and Abraham built the altar there, and laid the wood in order, and bound Isaac his son, and laid him on the altar, upon the wood.
10 And Abraham stretched forth his hand, and too the knife to slay his son.
11 And the angel of the LORD called unto him out of heaven, and said: “Abraham, Abraham.” And he said: “Here am I.”
12 And he said: “Lay not thy hand upon the lad, neither do thou any thing unto him; for now I know that thou art a God-fearing man, seeing thou hast not withheld thy son, thine only son, from Me.”
13 And Abraham lifted up his eyes, and looked, and behold behind him a ram caught in the thicket by his horns. And Abraham went and took the ram, and offered up for a burnt-offering in the stead of his son.
Ppt 11  – Caravaggio painting of the Akedah (1603)

It is the sounding of Moses’s death, indeed, his own envoicement of the end of his physical life, before he can reach the Promised Land, that contributes to the formation of musical thought closing the Torah in the final chapters of “Deuteronomy.” Seeing but not reaching the lands beyond the Jordan, Moses shifts register and genre, abandoning the stichic, line-by-line structure of epic in the Torah, and giving new form to God’s word in the strophic structure of ballad.
Ppt 12 – “Song of Moses,” Deuteronomy 32
(ÖAW Idelsohn, CD 2, Tr. 20, Dawid Barfi, 16 Jan. 1912) 8
And so, at these moments of beginning and ending in the epic of the Torah, music comes into being as metaphor and materiality.

The creation of music in South Asian religion assumes form in the union of sound and thought describing sacrifice, the giving of self to the passage that is death. Creation and sacrifice are thus linked, in the oldest South Asian religious
 texts, the Vedic Hymns, through the two forms of being known as Ātman and Ātmagati Vidyā, Sanskrit concepts glossed as “self” and “eschatology.” Ātman leads to creation by conjoining the physical and the metaphysical, Ātmagati Vidyā preserves the Ātman at the moment of death. The interrelation of self and eschatology in Vedic and later forms of Hindu thought further connect music, as a manifestation of Ātman, to the creative temporality – to the history – that sacrifice opens, for example, in the following passage from the oldest of the Vedic hymns, the Rg Veda (ca. 1,200 bce). Critical to this passage from Rg Veda is the very physicality of music itself, its multiple forms of selfness, evident in mode and meter, in raga and tala:
“The Creation of the Sacrifice” – 10.130 (Doniger O’Flaherty, 33)
1
The sacrifice that is spread out with threads on all sides, drawn tight with a hundred and one divine acts, is woven by these fathers as they come near: “Weave forward, weave backward,” they say as they sit by the loom that is stretched tight.
2
These are the pegs, that are fastened in place; they made the melodies into the shuttles for weaving.
3
What was the original model, and what was the copy, and what was the connection between them? What was the butter, and what the enclosing wood? What was the metre, what was the invocation, and the chant, when all the gods sacrificed the god?
4
The Gayatri metre was the yoke-mate of Agni; Savitr joined with the Usni metre, and with the Anustubh metre was Soma that reverberates with the chants. The Brhati metre resonated in the voice of Brhaspati.
6
That was the model for the human sages, our fathers, when the primeval sacrifice was born. With the eye that is mind, in thought I see those who were the first to offer this sacrifice.
7
The ritual repetitions harmonized with the chants and with the metres.

The physicality of sacrifice and creation is evident in the musical thought expressed through myth and ritual, in the chanting of Vedic hymns, which is unbroken, hence without beginning and ending, or conversely, always beginning and ending, always whole and universal.
Ppt 13 – Rg Veda (embedded in slide of Pune)

We see the same physicality in the ritual complex and shrines that connect musical and sacred practice, for example, in the mid-winter puja for Saraswati, one of the Hindu deities connected most directly to music through her embodiment of the vina. Once again, we see the wholeness of musical thought represented metaphorically through the unification of difference. In this instance, we witness that wholeness at a shrine to Saraswati in Bolpur, India, the city next to which Rabindranath Tagore built his university in Santiniketan.
3 Ppts (14–16) – Saraswati Puja in Bolpur, January 2010
Anushthanik (ceremonial songs) – Universalizing Musical Thought
If we look comparatively at basic religious-historical text, the degree to which we find foundational texts about music’s ontologies is remarkable. Taken together, that is, examined for the conditions that yield the potential wholeness of musical thought, these ontological texts mark the first stage in the expanding history of musical thought, which not by chance, I believe, follows the development and spread of religious thought, also comparative because of the common ground that musical thought provides. Subsequent sacred texts and treatises sustain the process of systematizing musical thought, developing its internal and material applications to music, and identifying the ways in which musical thought determines the place of music in other domains of human expression and musical practice. In South Asia, if I might continue to treat it as an historical leitmotiv today, this systematization of musical thought over time yields a vast and complex intellectual history.

The Vedic hymns from the beginning of the first millennium of the Common Era, thus, provide a basic ontology upon later texts build more materially structured systems of musical thought, for example, the Upanishads at the end of the millennium, which would prove to be immensely influential on Tagore two thousand years later. It is with the appearance of the Nātyashāstra in the early centuries of the Common Era, however, that the systematization and wholeness would take remarkably full form. The Nātyashāstra is a vast work on the performing arts – dance, drama, and music – which both situates the arts against the sacred narratives of their mythical ontologies – the wholeness so important to my reflections today – and examines the materiality of their physical ontologies by drawing upon the exact observations of the “sages.” In the six chapters explicitly devoted to music, for example, we clearly see a substantive music theory (chapters 31 and 32) and an elaborate model for organology (chapters 28 to 30, and 33).
Chap. 28 – On the Instrumental Music
Chap. 29 – On Stringed Instruments
Chap. 30 – On Hollow Instruments
Chap. 31 – On the Time-Measure
Chap. 32 – The Dhruvā Songs
Chap. 33 – On Covered Instruments
Ppt 17 – Nātyashāstra, Chapters on Music

When we read Nātyashāstra carefully, moreover, we realize that the shift in ontological modes, from myth to musical thought, is the result of human action. Let me offer just one text to illustrate this shift, here on the “Origin of Drums” in the thirty-third chapter.
4 Now following Svāti I shall speak briefly about the origin and development of musical instruments called Puskaras (drums).
5 During an intermission of studies in the rainy season, Svāti once went to a lake for fetching water.
6 He having gone to the lake, Pākasāasana (Indra) by [sending] great torrential rains commenced to make the world one [vast] ocean.
7 Then in this lake, torrents of water falling with the force of wind made clear sounds on the leaves of lotus.
8 Now the sage hearing suddenly this sound due to torrents of rain, considered it to be a wonder and observed it carefully.
9 After observing the high, medium and low sounds produced on the lotus-leaves as deep, sweet and pleasing, he went back to his hermitage. . . .
10 Then he who was a master of reasoning of the positive and negative kind, covered these and Mrdanga, Dardura and Panava with hide, and bound them with strings.
(Nātyashāstra [1961], vol. 2, 161–62)

It is the shift of intellectual agency – Svāti’s transition from ascetic hermit to “master of reasoning” – that is so crucial for us. It is a shift of intellectual agency that we witness throughout the history of musical thought we engage today. It is critical in the transformation of Islamic music theory from its Pythagorean translations to a system of thought far more vast and whole. This was the transformation that led the fourteenth-century polymath Ibn Khaldûn to situate music in the work he wrote, undoubtedly during a period of intense meditation and writing in a Sufi brotherhood, known to us only as the Muqadimmah, the Introduction, or prolegomenon, to a projected history of the universe.

As a mystic and a scholar, Ibn Khaldûn locates music within a universe that can be perceived through musical thought. Ibn Khaldûn, like the author or authors of the Nātyashāstra, organizes musical thought systematically, beginning with organology, moving through comparative ethnography, and concluding with history. When writing about “the craft of singing (and music),” he deliberately assumes the subject position of musical science, of “musicology” in Franz Rosenthal’s translation of the Muqadimmah. He writes about harmony thus:
As explained in the science of music, sounds are in certain proportions (intervals) to each other. A sound may be one-half, one-quarter, one-fifth, or one-eleventh of another sound. The difference in interval between the sounds that reach the ear transforms them from simple (sounds) to combinations of (sounds). Not every combination is pleasant to listen to. There are special combinations (that are pleasant). They have been enumerated and discussed by musicologists, as is mentioned in the proper place. (Ibn Khaldûn 1958, vol. 2, 395).
Prem (songs of love) – Enlightened Musical Thought
It has been my goal today to situate musical thought in an intellectual history of vast proportions, universal in Ibn Khaldûn’s medieval imagination. And no less whole and capacious in Johann Gottfried Herder’s Enlightenment imagination. The dimensions of Herder’s musical thought, indeed, are so vast that I am able to draw him into the intellectual history I chart today because he so fully represents the transition to the modernity with which I draw toward my conclusion.

I might examine the transition in musical thought in Herder’s writings – be they on religion, philosophy, aesthetics, history, or music – in any number of texts. Herder, as you all know, was the first to use the term Volkslied, folk song, thereby dramatically changing the ways we think about oral tradition in music. Like the earlier writers on music whom I have addressed today, Herder was a religious scholar, a pastor, whose writings carry the weight of moral philosophy. And Herder worked deeply within the traditions that converged as the Enlightenment philosophy of language (see Forster 2011).

Throughout his career, Herder experimented with ways to systematize musical thought, for example, by publishing anthologies of folk songs, exploring the musicality of biblical texts (notably, the Shir ha-shirim, Song of Songs), and translating epic (e.g., El Cid). All this made possible a sort of meta-systematization – within the philosophy of language – that characterizes his later writings. Herder’s explicit concern becomes that of developing a philosophy of musical thought. Today, I can only give you a brief taste of this richness of musical thought, a passage from his chapter “On Music,” from his last major monograph, Kalligone, of 1800.

What helped to raise music up so that it, trusting in its own strength, was able to rise, borne by its own wings? What was that something that distinguished music from everything foreign, from everything seen, from dance movements, indeed from the accompaniment of the voice? Devotion. It is devotion that lifts human beings and a congregation of people above words and gestures, for then nothing remains for human feelings other than – musical tones. What does music not possess in such tones, in other words, in the sensations that are attached to them? What does music lack when it achieves this free, high ground? . . .

Might one therefore ask if music, through its inner efficacy, surpasses each art that expresses itself through the visible? It must surpass them, just as spirit surpasses the body, for music is spirit, related to the power of the innermost strength, that of movement. What cannot be made visible to the human will communicate to us in its own way and in its own way alone, revealing the world of that which is not visible. It speaks to us, moving us with true impact; we ourselves – does anyone know how? – sense this impact, without struggle but with real power. (Herder 1800, 818; trans. PVB)

Throughout his philosophical writings, Herder was obsessed with the relation between ancients and moderns, albeit between vernacular ancients and moderns, if I might apply Miriam Hansen’s late theoretical position on modernism (cf. Umbach and Hüppauf 2005). Herder thus wrote extensively about the poet-singer Homer, often in direct comparison with Ossian. It is with Ossian that I open the path of transition and translation between enlightenments in the German and the Irish lands. My interest in Ossian has never rested on biographical authenticity. Quite the contrary, Ossian becomes critical to an Enlightenment move toward musical thought for two other reasons. First, he signals the very possibility of a shift from myth to history. Second, the ideas that form around Ossian broaden the common terrain between the local as national and the world as international. It is hardly surprising, then, that Ossian assumes a position in the revolution in Irish musical thought that I prefer to think of as parallel to Herder, the Irish Enlightenment. Here is Ossian, epigrammatically opening Edward Bunting’s 1809 A General Collection of the Ancient Music of Ireland (Bunting 1809):
Ppt 18 – Ossian epigraph for Bunting 1809

Critical for my reflections on musical thought today, the sea change in Irish music history that we witness in the publications of Edward Bunting and Thomas Moore, at the turn of the nineteenth century and then in the first half of that century, reroutes Irish music into the world, while at the same time representing it as a complex repertory with global ancestors (Bohlman 2011). For Bunting, it was not just the Irish harpers, but the “Historical and Critical Dissertation on the Harp” that opens the 1809 Clementi edition of the Ancient Music of Ireland (Bunting 1809, 1–28). Bunting’s “dissertation,” however inchoate, is nonetheless an attempt to be historical and systematic. He seeks diverse ways to represent musical thought, employing comparative organology and ethnotheoretical terminology:
Ppt 19 – Comparative Organology of Harps (Bunting 1809, 19)
Ppt 20 – “The Twenty-Four Measures of Welsh Music” (Bunting 1809, 21)

It seems no less critical for an assessment of the musicological sea change during the Irish Enlightenment that its global reach was accelerated by the transformation of language, the systematization of Irish from oral tradition and of English lyrics in translation. Thomas Moore recognized this critical move of linguistic modernity, no less than he responded to the necessity of publishing the Irish Melodies in Dublin and the world. There can be no question that these were foundational moves toward a musicology in Ireland, and they became critical to the reasons that bring us together today.
Swadesh (patriotic and nationalist songs) – Returning to Tagore
Ppt 21 – Rabindranath Tagore and Thomas Moore: “Aha aji e basante” / “Go Where Glory Waits Thee”
Ppt 22 – Thomas Moore: “Go Where Glory Waits Thee” (Irish Melodies, vol. 1, 1808)
1 Go where glory waits thee,
But while fame elates thee,
Oh! still remember me.
When the praise thou meetest
To thine ear is sweetest,
Oh! then remember me.
Other arms may press thee,
Dearer friends caress thee,
All the joys that bless thee,
Sweeter far may be;
But when friends are nearest,
And when joys are dearest,
Oh! then remember me!
2 When, at eve, thou rovest
By the star thou lovest,
Oh! then remember me.
Think, when home returning,
Bright we’ve seen it burning,
Oh! thus remember me.
Oft as summer closes,
When thine eye reposes
On its lingering roses,
Once so loved by thee,
Think of her who wove them,
Her who made thee love them,
Oh! then remember me.
3 When, around thee dying,
Autumn leaves are lying,
Oh! then remember me.
And, at night, when gazing
On the gay hearth blazing,
Oh! still remember me.
Then should music, stealing
Al the soul of feeling,
To thy heart appealing,
Draw one tear from thee;
Then let memory bring thee
Strains I used to sing thee,
Oh! then remember me.
Rabindranath Tagore, like Chaucer’s forerunners, writes music for his words, and one understands at every moment that he is so abundant, so spontaneous, so daring in his passion, so full of surprise, because he is doing something which has never seemed strange, unnatural, or in need of defence. (Yeats 1912)
In order to reach my conclusion, the end of this journey across the vast historical terrain of musical thought, I reach a crossroads that signals my return to Rabindranath Tagore and India, to Thomas Moore and Ireland. You’ve just heard one of the Irish songs Tagore reimagined – he would  have said “transcreated” – from its original version in volume one of Moore’s Irish Melodies, “Go Where Glory Waits Thee,” to the Bengali “Aha aji e basante.” We would wonder at this musical crossroads shared by Ireland and India, but William Butler Yeats reminds us, in his 1912 commentary on Tagore’s consummate volume of music thought, Gitanjali, that Tagore “is so abundant . . . because he is doing something which has never seemed strange” (ibid.). The transcreation of Irish musical thought as Indian musical thought, I wish to suggest this evening, is so remarkable because it is so utterly unremarkable.

Critical to my return to Tagore and Ireland as manifestations of musical thought that connects us to them are the dimensions of a modern world that we, together, cohabit. Amit Chaudhuri examines the similar ways in which the movements of Bengali and Irish literature and music became modern, and thereby they open a space we enter together (Chaudhuri 2011, xxi). The languages with which we reflect on the arts – Bengali, Irish, and, yes, English – are made modern because of the ways we think about and with the arts, surely, with music (cf. Alam and Chakravarty 2011, 313–16). The influence of music on history – the collections of Moore and Bunting on the Irish Enlightenment, Tagore’s rabindrasangeet on the Bengali Renaissance – the influence of music on history is no less critical in its reflexivity than the influence of history on music, surely on Irish and Indian nationalist movements. Irish song and rabindrasangeet sing of the vastness and the wholeness in worlds at once historical and lived-in, formed from musical thought.

In the context of this day devoted to “Musicology in Ireland” and the Larchet Memorial Lecture, we also recognize that the worlds formed from musical thought resonate also with the politics immanent in the wholeness of music as we hear it and sing it, transform it to reflect self and other, practice it and contemplate, and teach to those who share our concert halls and university classrooms with us. Our musical thought, as reflection, practice, and performance, thus becomes political no less than modern. Tradition becomes modern because musical thought affords the possible for us to breathe life into it. These are the principles of musical thought that inspired Rabindranath Tagore to influence modern Indian music – and the arts, letters, and politics – so profoundly. And they are the same principles of musical thought we recognize in the wholeness of musical life in modern Ireland for which John Francis Larchet fought throughout his remarkable career. Like Tagore, Larchet connected multiple musical worlds, forged a place for musicology at the university level, and looked outward from Ireland to the vast musical world beyond.

Together, Rabindranath Tagore and John Larchet teach us to look toward the commonness of musical thought and the universal dimensions of music in a modern world, Irish music no less than Indian music no less than the history of European art music from medieval to modern. What an honor it is to meet them this evening, at the crossroads formed from the commonness of their lifelong endeavors. What an honor it is to re-sound such meaningful chapters of Indian and Irish music history and to do so in praise of musical thought.
University College Dublin, 4 April 2012
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