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From the Editor’s desk
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Practice of Classical Music for Perfect Human Health

Human beings are considered to be the most intelligent
[iving beings in the universe, having the ability to critically
anagse and logically behave in every situation, appreciate
and enjoy the art forms and emulate the same for the
benefit of self and society as well. Here to participate and
practice any art form; which hitherto entertain others,
require certain amount of intellectual exercise which
ultimately rejuvenates fuman minds and body as welll But
ironically, too much usage of that intellectual faculty in a
strenuous manner lead to many serious physical and
psychological problems. Of late, even more_typical
psycﬁzatrzc issttes have been cropping up, disturbing the
lives of numerous people. It has penetrated so deeply into
their lives that even young children display unrest and
agitation in their personalitics. It is definitely a serious
threat to the society as the future 1s in the hands of the
next generation which is growing up as unhealthy
individuals.

Practice of Classical Music will affect the mental health
and physical health of human beings in a multi faceted
way. It always entertains the person who practices i, if
ot to help meditate along with managing several issues. It
6rings an intangible level of upbringing to the practitioner
[y emancipating a holistic approach i systematising the
ife by a peg‘fct respiratory tract, fealthy intellectual
mechanism and a perfect chemistry in the body. Music
Therapy is one of the remedies which has the power and
capacity to restore happiness and health i the fives of
disturbed people. Many scientists and researchers around
the worli are progressively involved in developing Mausic as
an effective tool for managing such problems.
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SANGITA MUKTAVALI

SANGITA MUKTAVALI is a very rare musical work in Devanagari script
authored by DEVANACHARYA, who adorned the court of PROUDHA
DEVARAYA of the great VIJAYA NAGARA Empire in 15" century CE.
Much detail is not available about him and his patron, as he was not an able
administrator and reigned for a short period only since he was the last ruler of
SANGAMA dynasty of Vijayanagara Empire. DEVANACHARYA has also
authored another work called “SMRITI CHANDRIKA” which deals with
philosophical matters. He introduces himself as “THOWRYATRIKA
CHINTAMANI” i.e. a thinker in the field of three art forms such as Vocal &
Instrumental Music-Dance and the student of Rudra Deva. Though the word,
“SANGITA” signifies music and Dance in those time in general, this work
primarily discuss about Dance, leaving the subject of music almost untouched.
The Sanskrit work SANGITA MUKTAVALI is unearthed from the great
treasure of Saraswathi Mahal Library and this is a humble attempt to give a
commentary for the same in English.

After explaining about different positions of head during the performance of
dance, the author now continues to elucidate about different kind of hand
gestures and other articulations of hand movements that had been practiced in
the field of Dance.

Proarew s aor T
HART GEHE G SO |
Tripataakasya hastasya tarjanee
prushtato gataa
kartaree mukhanaamree saa
utthaane lekhya vaachane

Here the author is illustrating the
Asamyuktha Hastha Mudras or
Single hand gestures -
Kartareemukha. Here, the dancer
first depicts the Tripataaka Mudra
followed by bending his index
finger backwards. This position of
hand gesture is known as Kartari
Mukha. This Mudra conveys the
articulations such as lifting up
something from the floor or reading
a leer or message from palm leaf.

KICCHET
@ o wRawars T GEdT |

anyonyasammukhatalaavoordhwat
0 soudhadarsane
tou cha swastikayogena
sailaacchrungasoochakou

To indicate a huge building or
structure, dancer needs to keep two
hands in the position of face to face
with Kartarimukha Mudra. In this
gesture, the fingers will be in an
erected upward position, and the
same position with Swasthika
Mudra, will indicate the mountain
and the peak of mountain.

e i 2 T

vaktre puromukhou
syaataamairaavananiroopane
mastakastho yathaa yogam sarva
srungishu keeriah:
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Sangita Muktavali

To portray AIRAAVATA- the
celestial elephant, both hands with
Kartarimukha Mudra should be kept
in front of the face. And when both
the hands in same position will be
kept on the head, it suggests the
unison of all mountains.

SBIEI R REA T
EERRCE L) ElG RCU R Co
adhovaktro lattakaadi
paadaranjanakarmasu
patane misrane chaapi tatha
damaru vaadane

The Kartareemukha Mudra,
which placed below the portion of
head, will indicate the decoration
and other ornamental creations with
natural cosmetic materials attached
to the feet of a lady. This Mudra is
also used to depict the falling down
or mixing something kept in a pot
placed on the floor as well as the
playing of Damaru or Dhakka- a
percussion instrument

MRy WY ROy %ﬁa 1%’
luthisyaaddhyaa yogam

. . sangatah:
gopuraadlshu sthambheshu
toranaadishu chaiva hi

The rolling movement of hands
with Kartareemukha mudra will
indicate the Gopuram- entrance-gate
of a temple or a palace, the pillars
and the Torana — the festooned

decorations along the doorways and
pathways.

dhwajaadishu samasteshu
yathaaroopam bhavedayam
baaneshu cha dwiteeyeshu matsya
tat pucchayorapi

This Mudra will also be used to
depict all kinds of flags as explained
in Lakshana and this will also be
used to indicate the arrows, the
second, and a fish as well as its tale.

ANTRITER o QT SR

HEey Tl HARd Tared
¥ =M weiwds g e
maargasyaadarsane jneyam
purasthaaccha prasaariah:
sandehadadhadangullyou
kramaadeva natonnate
darsane chaapi kartavyah:
sakacham tu niroopane

The hand with Kartaree Mukha,
which is bending forward, will
indicate to guide the root from all
side. The two fingers which are
moving upwards and downwards
and these fingers should be in a
position of downwards. And this
Mudra will also indicate the vision
and detailed description  of
something very special.

i

Iti Kartarimukham
SR
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1880 - Indian Music’s Address to Lord Lytton
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Appreciation and criticism of music: The challenges of
the present and the future

Dr.Vandana Sharma
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Abstract: A connoisseurof fine arts is aware of the fact that without the knowledge of an
art, one is not in a position to appreciate the art with perfection and authenticity. As a non-
professional, one can enjoy music; he/she can relish it according to his/her level of
understanding. However, when it comes to serious criticism, evaluation of a musical
composition or critical analysis of a musical work, solely appreciation of music or the
nonprofessional’s point of view does not work. It needs something more, a kind of deep
understanding of the art, in order to properly evaluate its effects on the audience or its
artistic value. Music is a fine art. Therefore, it has the capacity to generate the feeling of
beauty. The beauty of ideas, the beauty of feelings, the beauty of Mother Nature and above
all, the realization of the omnipresent God through the realization of beauty. That is why,
music is not only a method of entertainment, but it also purifies our mind and hence is
responsible for our mental health.

There are various authoritative citations of researchers who have proved scientifically the
musical phenomena and the working thereof. In this situation, it becomes imperative that
we should come forward and evolve means and measures of a creative, healthy and logical
criticism of music and musicians, musical works and compositions, concerts and show
managers.

This article draws the attention of the reader towards the present status of the criticism
with special reference to music. It also tries to look into the future of the music criticism.

Key words: Music appreciation, criticism, research, Rasika, connoisseur

Introduction: Let me clarify at the
very outset that as | talk of music, or
refer to music, directly or indirectly, |
mean to talk of Indian music specified
otherwise, being an Indian, | am
closer to it more than any other kind
of music. | have been a student of
music and hence can say it on account
of my experience that music is a very
efficient tool which can help us keep
healthy and happy through our lives.
According to Sri Chinmoy,! “God’s
favourite sound is the sound of his

1 sri Chinmoy is a spiritual teacher who dedicated his life in the
service of humanity. In his 43 years in the West, he endeavored to
inspire and serve mankind with his soulful offerings - his prayers

inner Music. This inner Music is the
music of earth’s transformation and
humanity’s life-perfection”. As we
open up, for music, full of beauty and
bliss, we are spell-bound to its
melodies and forget everything else.

However, the music that | talk
about is gradually vanishing and a
new market economy is ushering in
that would encompass all the pleasing
tones and subsequently, it would
become a tool to earn wealth and
status.

and meditations, literary, musical and artistic works. For more
info, visit: http://www.srichinmoy.org/
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Music is an inseparable part of our
culture. However, in the present era of
technological innovation, music has
become more of a market product than
a fine art. Instead of classical music or
the folk musical traditions of our
cultural heritage, we have become
more inclined to the popular music or
the pop music — the short name for the

same. Indian pop music has
influenced the music industry so
much that now-a-days, other

traditions like the folk music, classical
music etc., are rapidly fading out from
the general discourse. A connoisseur
of fine arts is aware of the fact that
without the knowledge of an art, one
is not in a position to appreciate the art
with perfection and authenticity. As a
layman, one can appreciate music;
he/she can enjoy it according to
his/her capacity. However, when it
comes to serious criticism, evaluation
of a musical composition or critical
analysis of a musical work, solely
appreciation of music or the
nonprofessional’s point of view does
not work. It needs something more, a
kind of deep understanding of the art,
in order to properly evaluate its effects
on the audience or its artistic value.
Music is a fine art. Therefore, it has
the capacity to generate the feeling of
beauty. The beauty of ideas, the
beauty of feelings, the beauty of

ZMusic, Mind and Mental Health, (1998), Bag chi K., Society for
Erotological Research New Delhi.

Mother Nature and above all, the
realization of the omnipresent God
through the realization of beauty.
Looking at Music through diverse
perspective one can allocate; and
disseminate a wider spectrum. Music
not only enhances the spiritual levels
but also caters for therapies when
medicines fail to act. There are
various authoritative citations of
researchers who have proved
scientifically the musical phenomena
and the working thereof.? In this
situation, it becomes imperative that
we should come forward and evolve
means and measures of a creative,
healthy and logical criticism of music
and musicians, music works and
compositions, concerts and show
managers.
What is criticism? : Criticism is very
important for any art to evolve.
Without  proper  criticism, the
negative/positive points of the art
cannot come into light. A critique
explains logically the strength as well
as the weaknesses of the arts as well
as artists. Criticism has some specific
features which keep on changing from
time to time. This article draws the
attention of the reader towards the
present status of the criticism with
special reference to music. It also tries
to look into the future of the music
criticism.

13
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Meaning of criticism: First, let us

understand as to what the criticism is.

It is a kind of cleanliness drive which

washes the faults in the pure water of

logic and purifies the “subject of
criticism”. In day-to-day life, our
friends indicate to our faults in order
to remove errors from our behaviour.

The teachers evaluate the

performance of their students and take

the remedial measures if required.

Likewise, a book review, review of a

musical composition etc are also

criticism in its broader term.

In The Dictionaries,® the word

“Criticism” has been defined as:

1. The act of passing judgment as to
the merits of anything

2. The act of passing severe
judgment; censure; faultfinding.

3. The act or art of analyzing and
evaluating or judging the quality
of a literary or artistic work,
musical performance, art exhibit,
dramatic production, etc.

4. A critical comment, article, or
essay; critique.

5. Any of various methods of
studying texts or documents for
the purpose of dating or
reconstructing them, evaluating
their authenticity, analyzing their
content or style, etc.: historical
criticism; literary criticism.

3 http://dictionary.reference.com/br
4 https://www.webmd.com » Mental Health > Reference

6. Investigation of the text, origin,
etc.,, of literary documents,
especially, Biblical ones: textual
criticism.

Types of criticism: Criticism can be

classified in many categories. For

example, the literary criticism, Music
criticism etc. from the psychological
point of view, the following
information is available on the

Internet.

Psychology of Criticism

1 Criticism and the narcissists*
Vulnerability with their own self-

esteem makes individuals with
narcissistic personality disorder very
sensitive to criticism or defeat.
Although they may not show it
outwardly, criticism may haunt them
and leave them feeling humiliated,
degraded, hollow, and empty. They
may react with disdain, narcissistic
rage, or defiant  narcissistic
personality disorder.

Narcissists are extremely sensitive
to personal criticism and extremely
critical of other people. They think
that they must be seen as perfect or
superior or infallible or else they are
worthless. There's no middle ground.

The narcissist is constantly on the
lookout for slights. He is hyper
vigilant. ~ He  perceives every
disagreement as criticism and every
critical remark as complete and
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humiliating rejection: nothing short of

a threat.

2 Criticism and paranoids®
Individuals with paranoid

personality disorder are often rigid,

critical of others, although they have

great difficulty accepting criticism

themselves.

3 Criticism and avoidant

Individuals with avoidant
personality disorder are
hypersensitive  to  criticism  or

rejection. They build up a defensive
shell.
4 Criticism and dependents
Individuals  with  dependent
personality disorder are readily
willing to "self-correct" in response to
criticism.
5 Constructive criticism:
constructive analysis is a
compassionate attitude towards the
person qualified for criticism. Having
higher experience, gifts, respect, and
knowledge in specific field and being
able to verbally convince at the same
time, this person is intending to uplift
the other person materially, morally,
emotionally or spiritually. For high
probability in succeeding
compassionate criticism, the critic has
to be in some kind of healthy personal
relationship with the other one, which
is normally a parent to child, friend to
friend, teacher to student, spouse to
spouse or any kind of recognized

> https://www.dictionary.com » browse » paranoid

authority in specific field. Hence the
word constructive is used so that
something is created or visible
outcome generated rather than the
opposite. Participatory learning in
pedagogy is based on these principles
of constructive criticism, focusing on
positive examples to be emulated over
precepts to be followed. There can be
tension between friendly support and
useful criticism. A critic might
usefully help an individual artist to
recognize what is poor or slapdash in
their body of work, but the critic may
appear harsh and judgmental in the
process. Useful criticism is a practical
part of constructive criticism.
6 Hypercriticism

Hypercriticism is a feature of
certain personality types and is
colloquially known as nitpicking or
nagging. Nitpicking is minute, trivial,
unnecessary, and unjustified criticism
or faultfinding. Nagging is to scold,
complain, or find fault constantly.
7 Hypocriticism

Hypocriticism is criticism by
somebody (a hypocrite) who criticizes
another but does the same as the
person they are criticizing.
8 Self-criticism

Self-criticism  (or auto-critique)
refers to the pointing out of things
critical/important to one's own
beliefs, thoughts, actions, behaviour
or results; it can form part of private,
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personal reflection or a group
discussion. Most people regard self-
criticism as healthy and necessary for
learning, but excessive or enforced
self-criticism as unhealthy.
9 Criticism of criticism

Notable scholars of the Post-
Structuralist tradition have often
emphasized the self-referential nature
of all criticism. Stanley Fish® argues
that all interpretations are subjective
projections and have no inherent

meaning; therefore, the critic
undermines  himself  for  he
undermines only his own

interpretation. Thus, concludes Fish,
all criticism is self-criticism.
Criticism is a process of balancing
the merits and demerits, through
properly  analyzing the facts.
However, many a times, it gets
personal and hence perverted. One
should not take the criticism
emotionally. It is seen as fault-finding
by many of us. Of course, nobody is
free of faults. To err is human.
Therefore, when someone indicates to
the faults without any prejudice or ill
will, this act should be welcomed by
those who may be benefitted by
removing the indicated faults. Many
important personalities and scholars
have praised the healthy criticism.

6 https://www.britannica.com » ... » Education

7http:l/www.brainyquote.com/quotes/quotes/w/winstcnnchu10386
3.html
8http://www.brainyquote.com/quotes/quotes/j/johnwooden386192
.html

Some of such quotations are given
below:

Scholarly views on criticism
“Criticism may not be agreeable, but
it is necessary. It fulfils the same
function as pain in the human body. It
calls attention to an unhealthy state of
things.”

Winston Churchill

“You can't let praise or criticism gets
to you. It's a weakness to get caught
up in either one.”

John Wooden®

“The trouble with most of us is that we
would rather be ruined by praise than
saved by criticism.”

Norman Vincent Peale®

“I am sorry to think that you do not get
a man's most effective criticism until
you provoke him. Severe truth is
expressed with some bitterness. There
is no just and serene criticism as yet.”
Henry David Thoreau'?

Indian music and criticism: If we
look into the history of Indian music,
we find that most of the ancient as
well as the medieval works of music
are based upon the two basic aspects.
Namely, the theoretical and the
practical aspects. Most of the music
scholars [willfully or otherwise] tried
to distance themselves from any kind
of criticism of other scholars. In the

Shttp://www.brainyquote.com/quotes/quotes/n/normanvinc109427
.html
Lnttp:/Aww.brainyquote.com/quotes/quotes/n/normanvinc10942
7.htmIHenry David Thoreau
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“Guru Shishya Parampara”, there is
hardly any scope for a healthy
criticism. One cannot question one’s
seniors, Guru, or any other person
who has got the favor of the Guru. It
was through the Western scholars that
the criticism in Indian music got a
place.  Scholars  like  Teresa
Albuquerque, Benedict Anderson,
Alison Arnold, J. T. Becker Judith,
Titus Burckhardt, Stoddart William, J.
Crandall, Alain Daniélou, Gerry
Farrell, Thomas J. Hopkins, Paul
Humphreys etc wrote extensively on
Indian  music. The Westerners
presented a new image of Indian
music. Initially, their views about our
music looked to be “the laymen’s
opinions”. However, gradually, these
intellectuals took to excellent research
on a variety of topics relating to the
subject.

In the Modern Period, many Indian
artists and scholars too have presented
genuine research works. Many of
these  presentations  laid  the
foundation for the appreciation and
criticism of Indian music. Pt. Vishnu
Digambar Pulaskar'* Pt. V. N.
Bhatkhande?? etc redefined the basic
principles of music, hence started a
new discourse on Indian music full of
analytical and critical components.

The objective of this essay is not
related to the history of music

1 "An Introduction to Indian Music" by B. Chaitanya Deva
(Publications Division, Ministry of Information and Broadcasting,
Government of India, 1981. Posted on RMIC by Rajan Parrikar as
part of Great Masters Series. For a more detailed account, see

criticism. Therefore we restrict this
description to the theoretical aspects
of criticism only.

Presently, Indian music is passing
through a phase where there are lots
of possibilities. Many experiments
have been taking place for around half
a century now, which have the
capacity to give a completely new
direction to our music. These
experiments are not limited to just one
or two forms. Be it the light or the
classical music, folk or popular music,
countryside or urban music, North
Indian or south Indian music, in all
forms of Indian music new
experiments are taking place.

In classical music, new trends are
rapidly emerging. Some of these
trends are experiment of bringing
together not only the great artists of
Hindustani/Karnatak music, but also
combining the Indian and the Western
musical arts together. Pt.
Ravishankar, Pt. Vishwamohan Bhatt,
Pt Hariprasad Chaurasiya, Ustad
Zaqgir Husain Khan llliyaraja etc are
engaged in such new musical
experiments. The readers may wonder
as to why I am mentioning these great
names. My point is that these new
experiments with Indian music need a
thorough criticism. Listeners enjoy
the aforesaid musical compositions.
They like them. True. But is it

‘Pandit Vishnu Digambar Paluskar' by V.R. Athavale (National
Book Trust, 1967)
2 Hamare Sangeet Ratna [Hindi] by Lakshmi Narayan Garg
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enough? Should the critiques of music
come forward to analyze these
compositions with a view to properly
evaluate the same?

When a book is published, we have
many book reviews for that book.
Several critiques present their views
over the book. But in case of musical
compositions, such trend is nowhere
to be seen. It is my personal feeling
that musicians in general, do not like
to be criticized. | am aware that
sometimes the generalization proves
to be wrong. | am also aware of the
fact that fault-finding is not taken
positively by most of the human
beings. However, in the civilized
society. Let us be ready to welcome
the real feeling of the appreciator of
the art. Sometimes, it may not suit to
our taste. Sometimes we may not like
it. But that does not qualify us to stop
the honest expression of likes or
dislikes of a connoisseur. In the
absence of a proper criticism, Indian
music, especially the popular music
has been fully captured by market
forces. The sole objective of the
companies involved in the production
of popular music, [Including movie
melodies], looks to be making as
much money as possible through it.
The result is before us. The quality of
our popular music is falling
incessantly day by day. The good
quality compositions in the popular
music category are seldom seen these
days. In terms of quantity, a lot of

music is coming up but it is the quality
and not the quantity that counts.

The communities like that of
SPICMACAY (Social Promotion of
Indian Classical Music Amongst
Youth) “Naad Mandal”, “Sankalp”
etc. are doing a commendable effort in
promoting the classical music.
However, there is something missing.
The review of such musical
performances is full of praises of the
artists concerned. The persons, who
review music concerts, do not bother
to look into it minutely. They
generally use the “same old phrases”
for the review of almost all the
concerts. Thus, a purposeful,
objective and critical analysis does
not come up. The readers are ousted
of a valuable review of musical
performances. This is not a good sign
for the music of our region. Let us join
hands in evolving a mechanism
whereby expert review-writers can be
made available. For this, we have to
include the criticism of music as a part
of curriculum of different music
departments. No doubt, in most of the
music  department of different
Universities, a paper on “aesthetics”
has been included in the curriculum.
However, not much endeavor has
been made to impart upon students the
skill to critically evaluate the musical
compositions.

In the absence of proper criticism
of musical performances, the basic
rules of classical music are sometimes
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compromised by eminent artists while
performing on stage and there is
nobody to raise a finger on it. The
result is that there no set rules for the
Ragas which are said to be the very
basis of our classical music. In the
name of different singing styles or
gharanas, sometimes, Ragas are
twisted to the taste of the performer. It
has also been seen that sometimes the
artists break rules just to create a kind
of strange element in their
compositions. This way, they get
cheers and a lot of applause but the
rules of music are compromised.
Conclusion
I am no authority to decide that the
instances stated above are right or
wrong. What | wish to state that there
should be a healthy debate over what
is right and what is wrong. For such
debates, there needs to be some
scholars who can objectively and
without any prejudices could evaluate
and criticize the musical
performances of great artists.
Therefore, the need of the hour is
that we should develop the criticizing
skills in the students of music so that
they can review the musical
compositions as well as the musical

performances. By this, we would be
able to develop an atmosphere
wherein, the good quality music
would be available for the listeners
and the Rasikas.

Therefore, let us come forward for
a healthy criticism of musical forms —
theoretical as well as practical one.
Discourse on classical Vs
nonclassical, light vs classical,
popular music vs Raga music etc.
need a thorough and analytical
criticism. It is only through these
debates and discussions that we can
evolve a proper understanding and
appreciation of music. Just praising a
musical composition is not a healthy
appreciation. We need to explain to
others as to which qualities of a
composition make it good or bad.
Elements that make music pleasant
and amusing need to be evaluated and
agreed upon. Unless we achieve that
skill to ascertain good/bad qualities of
music, we neither can appreciate
music nor can we criticize the same.
boundaries  further than any
description.

SO
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Abstract: Music therapy studies suggest that active engagement in supported
music experiences can assist vulnerable young people to overcome personal
challenges, particularly when paired with a supportive group environment or an
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Introduction

For most musicians, and music
educators, learning music is a benefit in
itself. It has its own intrinsic value, just
as language, science, mathematics do.
Music stands on its own merit, and for
that reason alone, music should be
taught to everyone. However, this
argument isn’t sufficient for most, so
the first part of this chapter examines
the rationale for music in schools, the
current status around the world, and the
situation in India. Over the last few
decades, numerous scientific surveys
and studies have been done around the
world, proving the additional benefits
that learning music can have, especially
on children.

Research Trends on Music and
Education

Music can have many social
psychological impacts and meanings for
all age people at different stages of
development  (Hargreaves,  1986;
McPherson, 2006; North & Hargreaves,
2008). Music can be considered as a
mother's lullaby, an artist's exploration

and expression, a performer's dream and
profession, a listener's passion and
leisure, a social setting's ambience and
a signifier of ritual. Music is a resource
of considerable intellectual, artistic,
cultural, technological, and economical
breadth and depth. Billions of dollars
are invested in and generated by music
across many domains (e.g. arts,
entertainment, education, science),
while serious legal consequences and
societal issues concern the unauthorised
sharing of music (North & Hargreaves,
2008). Young people, especially,
devote huge amounts of time and
money to music listening (Roberts,
Henriksen, & Foehr, 2009), while the
technological industry cleverly attunes
music applications to resonate at the
core of their multi-tasking computers.
Listening to music is thus particularly

important and ubiquitous in the
contemporary  lives of  media-
socialising and multi-tasking

adolescents (Brown & Bobkowski,
2011; Roberts et al., 2009). This article
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will thereby argue that music has
become a genuine developmental
resource — young people would say a
‘killer app” — that deserves much more

attention from developmental
psychology in adolescence. Music
education is also an emotionally

intensive activity, touching an array of
senses but at the same time focused on
disciplined, regular practice and
sometimes involving accountability to
peers in a band or choir (Burton et al.,
2000; Hietanen and Ruismaki, 2016).
Along with this making music is often a
teamwork activity that forms around
concerts, rehearsals, gigs, etc. (Mellor,
2011; Pavlicevic and Ansdell, 2004).
For example, in a two-year Swiss study,
1,200 children in 50 schools were given
three one-hour music classes per week.
At the end of the experiment, these
students were better at languages,
learned to read more easily, had better
social relations, demonstrated more
enjoyment in school, and had a lower
stress level than those who remained in
regular classes. Previous research has
shown music to be a common stress
coping strategy among young people
(Groarke and Hogan, 2019; Dingle et
al., 2020), but whether strategies such as
music listening are effective for
domestic and international students in
Australia under the circumstances of a
pandemic remain to be seen.

A study by E. Glenn Schellenberg at the
University of Toronto at Mississauga,
as published in a 2004 issue of
Psychological Science, found an
increase in the 1Qs of six-year-olds who
were given weekly voice and piano
lessons.

Obijectives of the Study
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Another study by Joyce Eastlund
Gromko and Allison Smith Poorman
measured the effect of musical learning
on the performance 1Q of preschoolers.
Children participating in the study met
with the researchers every week from
October 1996 to April 1997 and were
administered the Mann-Whitney test to
measure their performance 1Q. Results
indicated that for very young children
(of around three years old) in particular,
a structured musical curriculum directly
causes an increase in the ability to
perform spatial and temporal tasks like
measuring  distances and tracking
moving objects with efficiency.
(Gromko & Poorman, 1998)

A study published in 2007 by
Christopher Johnson, professor of
music education and music therapy at
the University of Kansas, showed that
students in elementary schools with
high quality music education programs
scored around 22 percent higher in
English and 20 percent higher in math
scores on standardized tests, compared
to schools with low-quality music
programs, regardless of socioeconomic
disparities among the schools or school
districts. (Johnson & Memmott, 2006).
Many studies have demonstrated the
correlation  between  music  and
academic performance at a young age.
These include Cutietta (1998) who
found that elementary school children
who played in the orchestra scored
considerably higher on 79 math and
spatial intelligence tests and Shields
(2001), who conducted a four-month
study on the effects of piano instruction
on making spatial and temporal
distinctions.

1. To Study the attitude of Parents towards Music Education.
2. To Study the attitude of Teachers towards Music Education.
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3. To compare the attitude of teachers working at secondary and higher

secondary levels.

4, To find out the relationship between parental education and their attitude

towards music-education.
Hypothesis of the Study

1. There is no significant difference between the attitudes of higher secondary
and secondary teachers towards music-education.
2. There is no significant relationship between the attitudes and education of

parents towards music-education.

Method of study

Keeping the nature of the problem in
mind, Descriptive Survey Method has
been used for the collection of the data.
Selection of sample

All the students of XI and XII classesof
Vadodara City affiliated by Central
Board of Secondary Education, New
Delhi, the teachers teaching Higher
Secondary class and the parents of the
parents of the Xl and XII classes
students constituted the population. In

the present study selection of the school

has been based on purposive sampling

method on the following grounds.

e All schools are affiliated to Central
Board of Secondary Education,
New Delhi.

e Location and distance of the
school.

The Sample distribution of teachers and

parents in higher secondary of

Vadodara City.

Sr.No Name of the School No. of Teachers No. of Parents
Graduate Post- Graduate Post-
Graduate Graduate

1 Bhavan’s School 5 5 5 5

2 Urmi School 5 5 5 5

3 PARG School 5 5 5 5

4 Navrachana School 5 5 5 5

5 Delhi Public School 5 5 5 5
Total 25 25 25 25

Construction of Attitude Scale

The researcher has constructed two
attitude scales separately for parents and
teachers to measure attitude towards
music education, as follows:

1. Teacher's Attitude Scale towards
music education

2. Parental Attitude Scale towards
music education

Steps of attitude scale Construction -
Planning

The attitude scale measures attitude of
parents and teachers towards music-

education. Therefore, the researcher has
planned the outline of the scale and
reviewed various journals, research
work and consulted with teachers,
parents and experts.

Framing of the items

A large number of statements which are
expressing the attitude of parents and
teachers towards imparting music-
education to adolescents have been
framed separately. The scale consists of
35 items. The instrument is a five points
scale i.e. strongly agree, agree,
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undecided, disagree, strongly disagree.

After the statements have been framed,

they were edited by keeping in view the

different five dimensions (social aspect,

physical aspect, physiological aspect,

STDs and Music roles) of music-

education.

Expert's opinion

In the construction of attitude scale, the

advice and assistance of authorities

should always be sought with respect to

the topics of the scale. So the researcher

consulted the subject experts and scale

was reviewed by subject experts as well

as the experts of Faculty of Performing

Artsof The M. S. University of Baroda.

Preparation of the final draft

The test was reviewed again by

researcher in the light of the opinions of

the experts. Final draft consisted of 30

items.

Reliability of tools

(1) Reliability of the "Parental Attitude

Scale Towards music-education" is 0.92

(2) Reliability of the "Teachers Attitude

Scale Towards music-education" is 0.90

Validity of tools

Validity of the test was determined on

the basis of following points -

= The items were pooled
preferences enunciated by
parents and teachers.

= Before the actual use of test, it was
subjected to a systematic and
critical inspection by judges.

= The parents and teachers were
asked to give free and candid
comments regarding the usefulness
of the items.

= The introspection reports of the
experts and parents were given due
consideration and incorporated in
the test. On the basis of the above, it
can be claimed that parents and
teachers attitude scales towards

from
the
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imparting music education to
adolescents show adequate evidence
of content validity.

Limitations of the study

The present study is not an exception

and researcher felt the following

limitations in present investigation

1. The present study was conducted
on only those parents and teachers,
who are in the higher secondary
schools.

2. The present study was conducted
on small sample of parents and
teachers.

3. The present study was conduct on
schools affiliated to CBSC in
Vadodara city only.

4. Rural areas were not taken into
consideration in present study;
therefore scope of the study is
limited.

5. Due to shortage of time the student
opinion could not be considered.
Educational implications of the

study
Statistical Techniques
Descriptive Statistics- Mean,
Median& Mode, S.D., Skewness,
Kurtosis,
Inferential Statistics- t-Test,
Correlation

Findings of the study
Findings related to objective-1
To study the attitude of parents towards
music-education
= The distribution score of parental
attitude of overall sample has been
found to be negatively skewed and
leptokurtic in nature.
= Majority of the parents were in
favour of providing music-
education to adolescents and they
had positive attitude towards
Music-education. Mean values of
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parents on attitude scale was found
to be 108.5, that is high.

Findings related to objective-2

To study the attitude of teachers

towards music-education

= The distribution score of teachers
attitude of overall sample has been
found to be positively skewed and
leptokurtic in nature.
= The teachers of XI and XII classes

were also in favour of imparting
music education to adolescents
and they have positive attitude
towards music-education. Mean
values of teachers on attitude.
scale was found to be 107.5 that
high. After analyzing the data
statement wise it has been found
that majority of the teachers are in
favour of music education.

Findings related to objective-3

To compare the attitude of teachers at

different levels

The attitude of Higher Secondary level

teachers (108.9) were found to be better

in comparison to secondary level

teachers. But at both levels of

significance this difference was found

to be non-significant.

Findings related to objective-4

To findout the relationship between

parental education and their attitude

towards music-education

It has been found that overall (highly

qualified and less qualified) correlation

between parental attitude and their

educational qualification is negligible.

Testing of hypotheses
1. There is no significant difference
between the attitudes of higher
secondary and secondary teachers
towards music-education.
This hypotheses has been
accepted, as  significant
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difference has not been found
in attitude of higher secondary
and  secondary  teachers
towards music education.

2. There is no significant relationship
between the attitudes and education
of parents towards Music-
education.

This hypotheses has been
rejected as there is negligible
negative correlation between
attitude and  educational
qualifications of parents.

Conclusions of the study
The conclusion, which can be drawn on
the basis of analysis and interpretation
that attitude of parents is higher than
teachers towards music-education.
Parents attitude showing that, they are
in favour of music-education to their
adolescent imparting children in the
school and teachers attitude showing
that, they are in favour of primary
music-education to adolescents should
start in the family. Attitude of higher
secondary teachers and secondary
teachers is same towards imparting
music-education to adolescents.
Parental education does not affects the
attitude of parents towards imparting
music-education to adolescents.
We can say that education of parents in
not the only factor which influences the
attitude of parents. There are other
factors like socio-economic status,
environment of society and family
structure etc. which may influence the
attitude of parents towards music-
education.

Certain educational implications can

be derived from the findings of

present investigation
1. The investigation will help the
adolescents to realize as important
part of the society, it will enable
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them to adjust in the social
environment and to appreciate the
entire process of growing up.

The investigation will help in the
construction of the curriculum
frame work for music-education.
The preferences in the framework
will be based on the parents and
teachers preferences.

The investigation will help to
adopt a format for developing
music education.The investigation
will help to indentify the existing

Sangitika

subjects at different school stages,
which will lend themselves to
effective integration of the
elements of music-education.

The investigation will help to
search the scope for handling
music-education through
classroom teaching and
schoolbased activities.

The findings of investigation will
help teachers to develop insight
into parent child relationship at
adolescent level.
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ABSTRACT:Muthuswami Dikshitar (March 24, 1775 — October 21, 1835) is one

of the musical trinities of South Indian Music, and his compositions are noted for

the captivating and amazing music through the core of raga as well as the perfect

lyrics. He adopted the vainika method to convey the essence of ragas, focusing

more on the gamakas or oscillation. Sri Subbarama Dikshitar, the author of the

monumental work, ‘Sangitha Sampradaya Pradarshini’ has described 72 Melas

and their Janyas, with Raga-lakshanas, explanations, illustrative Lakshana-Gitas,

and Sancharas. He has also given 229 compositions of Sri Muthuswami Dikshitar

with notations. The analysis of the kriti “Sri Subrahmanyaya namaste” of’

Muthuswami Dikshitar is based on the notation given in Sangitha Sampradaya

Pradarshini.

‘Sri Subrahmanyaya namaste, one of the gems among the kritis of Muthuswami

Dikshitar has been taken for analysis, which incorporates the nuances in musical

aspects as well as theoretical aspects. The kriti which has been taken for the

analysis is one of the popular compositions in the most brilliant raga Kambhoji.

The analysis of the article is based on the following:

1. Subrahmanya — The Embodiment of Power

2. Structural Analysis of Kambhoji raga

3. The correlation with Kambhoji and the lyrics

4. Lakshana analysis of the lyrics

5. Lakshya analysis

In short, this article analyses the svarupa of Sri Subrahmanyaya namasthe in the

raga Kambhoji.

Key Words:Kambhoji, Subrahmanya, Muthuswami Dikshitar, Subbarama Dikshitar,
Sangita Sampradaya Pradarshini, Svara, Gamaka, Tala

INTRODUCTION

Music is an inevitable part of our
culture. The sloka ,  Shisurveti pasur
veti veti Ganarasam phani™, appeals
to both human beings and animals.
Indian Music is composition-oriented
(Musical form) which comes in the

* P Sambamoorthy South Indian Music Book1 Page:2

realm of measured music. Among
different branches of compositions,
Kriti can be placed as the most
developed of these. This musical
form, kriti gained its perfect form in
the period of Musical Trinities —
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Tyagaraja, Syamasastri, and
Muthuswami Dikshitar. Though there
is a common pattern for Kkriti
composition, each composer made
their contributions to its structure, like
the ‘Madhyamakala’ part which is a
unique feature of Dikshitar kritis.

Muthuswami Dikshitar, the
youngest among them, was a prolific
composer and his compositions are
intelligently created. His
compositions represent both the South
Indian and North Indian character.
The compositions include all the
intricate  svarupa of the raga in
different varieties of talas.

The role of Sri Subbarama Dikshitar
in preserving the original form of
Muthuswami Dikshitar compositions

great musician and composer and
successor of Muthuswami Dikshitar.
This book is in two volumes and the
language is Telugu. It comprises both
the theory(Lakshana) and practical
part (Lakshya).

For the selected composition,
the scholar wants to express the
beauty of composition because of:

a) The Philosophical content
b) The nuances underneath (1.
Gayatri Mantra, 2. Kundalini

yoga, 3. Subrahmanya- an
embodiment of Power)
c) Thought provoking lyrical

aspects and correlation of music.
(1. Dhatu Analysis 2. Matu
Analysis, 3. Dhatu-matu
analysis)

in his ‘Sangitha  Sampradaya d) In-depth knowledge in Sanskrit,
Pradarshini’ is great. He has described Astrology, Sabda artha, the
the compositions with characteristic component of language
gamaka prayogas with gamaka signs Since the analysis is on Sri
that give clear evidence of the Subrahmanyaya Namasthe
Sampradaya which existed. Namasthe, it is necessary to
Subbarama Dikshitar himself was a give the lyrics:
Raga: Kambhoji | Tala: Rupakam
Pallavi Anupallavi Charanam
Shri subrahmanyaya | Bhusuradi samastajana | Taraka simha mukha shura
namaste namaste pujitabja caranaya padmasura samhartre
manasija  koti  koti Vasuki taksakadi sarpa | Tapatraya harananipuna
lavanyaya dina svarupa dharanaya tatvopadesha kartre
sharanyaya vasavadi sakaladeva Viranuta  guruguhayajhnana
vanditaya varenyaya dhvanta savitre
dasajanabhistaprada Vijayavalli bhartre
daksataragraganyaya saktyayudha dhartre
Madhyama kala sahitya
Dhiraya natavidhatre devaraja
jamatre
Bhuradibhuvanabhoktre
bhogamoksapradatre
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Lakshana:
I. Philosophical Enrichment
In Charana-
1.“Tapatraya harananipuna
tatvopadesha kartre < — (Tapatrya-
Tapa+ Traya)Dikshitar hints about
the three kinds of sufferings.

o Adhyatmikam- Sufferings
experienced by us (the soul) because
of material contamination.

o Aadhiboudhikam-Sufferings which
are beyond our control like troubles
we face due to pest damage,
pathogens etc.

¢ Aaadhidhaivikam -Sufferings
caused by natural calamities like
storms and Earthquakes.

e Subrahmanya is ‘HaraNipuna’,
‘Tatvopadeshaka’ by getting Tatva
Upadesa, from the ultimate power of
Subrahmanya, it is the certainty to
come over all the sufferings.

2. The third line of the Charana is
strengthened by giving the word
....Ajhnana dhvanta“ which
insisting that He demolish the
‘Ajhnana’ from the human heart

I1. The underneath nuances
1. Essence of Gayathri mantra
Ancestors proved that Gayathri Mantra
has the supreme power to achieve
success and happiness in life. Benefits
of chanting Gayathri Mantra are:
e It improves concentration and
learning quality.
e It is known for removing
toxins from the body.

! https://timesofindia.indiatimes.com/religion/mantras-
chants/meaning-and-significance-of-the-gayatri-
mantra/articleshow/75065013.cms

e |t acts as a breathing exercise
and improves Lungs capacity
e Improves the functioning of
the nervous system.
e It keeps the heart healthy and
removes the negativity.
e Chanting of Gayathri Mantra
calms the mind.
e Itreduces stress and anxiety?.
The Gayathri Mantra is:
‘Om  bhur Bhuvah
Swah Tat-savitur Varenyam
Bhargo Devasya
Dheemahi  Dhiyo  yonah
prachodayat’ 2

In Anupallavi -

e  ‘Varenya’ means Boon. This word
is present in Gayathri Mantra.
Dikshitar emphasised that Lord
Subrahmanya is the power to
accomplish all the desires.

In Charana

e The word °‘Savitha’ for Sun.
Savitha — The word literally means
creator. Though the sun demolishes
darkness, main role of sun is to
induce rain, good growth of
vegetation, and through that
prosperity to our lives. Similarly,
Subrahmanya not just vanquishes
darkness (of the mind), but also
fills this void space with wisdom
The word ‘Savitha’ has been aptly
employed.

e ‘Dhiraya — Dhira, Brave and
Intelligent; one who is powerful
and excels in wisdom. Here ‘dhi’ is
again from Gayathri Manthra

2 https://www.sathyasai.org/devotional/gayatri
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which means, that protects one who
sings it.

e  ‘Bhuradibhuvanabhoktre’ -
Bhuvan means, Earth and other
worlds whereas Bhokthe means,
sovereign of the whole universe.
Here again, the words Bhur,
Bhuva from the ultimate Mantra
can be seen. Hence, by singing this
song, one can come out from the
ailment of the body, remove the
negativity from the mind, even
body pain will be vanished and
finally, the balance of the body and
mind will be restored.

2. Kundalini Yoga

Practicing Yoga
makes us feel good
and enhance our

well-being.

Studies have

shown that music

has physiological
benefitsas  well.

Both music and

yoga are said to have healing qualities.

‘Vasuki taksakadi sarpa svarupa

dharanaya’ — means, He has taken the

form (swarupa) of the Serpants like

Vasuki and Takshaka. Here the word

Sarpa literally means Kundalini which

can be awakened by spiritual practice.

By practicing Kundalini Yoga, one can

unify his consciousness with Cosmic

Consciousness by carefully performing

exercises and meditations in a specific

sequence and combination. Practicing
this song is equal to practicing

Kundalini Yoga. The ultimate aim of

life is moksha and here Dikshitar says

through this composition that by

practice one can enjoy the energy of
life.
3. Subrahmanya — The Embodiment
of Power

In Anupallavi: ‘vasavadi
sakaladeva vanditaya’, - means who is
worshipped by Vasava (Indra) and all
other devas. ‘dasajanabhlstaprada
daksataragraganyaya’ — Agraganya
denotes one who is very good at
fulfilling his devotees' wishes. Dikshitar
is not satisfied with the superlatives as
he again tells Him as Agraganya, on
who excels and the First (agra). By
means, He is the first one to fulfil the
desires of His devotees. Here also
Dikshitar expresses that Subrahmanya
is the Embodiment of Power.

In Charana: The first line shows
that He killed Asuras like Tharaka. The
second line coined that He destroyed
the evil (the Asuras) like Rajas,
Thamas, etc. from the mind of human
beings. By coining these two sentences,
Dikshitar conveys that Subrahmanya is
the embodiment of Power to safeguard
all in this Universe. saktyayudha
dhartre’ (Saktya + Ayudha + Dhartre)
The first word Sakti represents
Devayani and Valli. Devayani, Kriya
Shakti or the Power of Action and Valli,
Iccha Shakti or the Power of Will. The
word saktyayudha dhartre’ Means,
with the most powerful weapon. Here
also Dikshitar insists that Subrahmanya
is the Embodiment of Power.
Worshipping Lord Muruga through one
of the kinds of Bhakti (Keertana —
singing) is evidently expressed by
Dikshitar.
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Lakshya:

The raga (Raga lakshana®) Kambhoji is

soaked in this Kkriti.

1. Dhatu Analysis

1. Structure of the Composition
The compositions of Muthuswami
Dikshitar comprise wide varieties
in structure, and they are a guide to
analyse a raga. This is a lengthy
kriti that consists of Pallavi,
Anupallavi, and Charana with
madhyama kala sahitya. The mudra

Shri su brah

The next word Namasthe beautifully

correlated with the svaras,S N P D

S which is also in the Mantra sthayi,

denotes that the surrender to ‘Thee’ in

the status of down to earth and also

beautifully  synchronises with the

Vishesha Prayoga ie, in the soul of

Kambhoji raga

The first ‘namaste’ is composed with

kakali nishada (anya svara)

#N«z2N P D S and na ma----
- ste

second ‘namaste’ with kaisiki nishada
sS nddnp

nama ste----- -

The  composer  established  the
‘ragasvarupa’(characteristics) in the

first line itself.

The phrase n d d n p repeats in the
second line of the pallavi , but in
madhya stayi, synchronizes with the
meaning of the word ‘lavanya’ which
means handsome -

nddnp pdmn

la—va-m nya- -

3 Sri Subbarama Dikshita Sangita Sampradaya
Pradarsini English Edition page 681

‘Guruguha’ is given in the charana
sahitya. The charana is more
prominent in size, which is a
typical case in the kritis of
Dikshitar.

2. Svara phrases
Pallavi: The first word of the kriti

“Sri Subrahmanyaya’ is
commenced on Mandra stayi
dhaivatha D,,, S,., R,
symbolically represents He resides
in our Athma.

The starting of the pallavi itself kindles
the mind of music lovers and gives the
thirst to visualize the whole song.
Anupallavi: The anupallavi starts in
madhyastayi madhyama. The former
part of the anupallavi is in the middle
octave and the latter part in the upper
octave. The reason may be to correlate
with the words in the sahitya i.e., the
words ‘bhusuradhi' and vasavadhi' are
composed by Dikshitar in the lower
octave and in the upper octave
respectively symbolizing bhusuras in
the earth while vasavas in heaven.

The starting pahrase itself is a core
phrase of Kambhoji mg m P dBhu
—su radi

Other beautiful phrases in anupallavi
which reveal the essence of the raga are
-mpmgm;pdNdP,Pdm;Dnd
P;PgMp;sNd ;srg ts; s
pds;ndnpdmG

Charana: Madhya stayi shadja is the

graha svara in charana with a particular
phrase-Srm G
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Charana is also giving a complete
picture of the raga with its intricate and
intelligent svara sancharas.  Some
examples of the striking combinations
are- mpmDp;dnnddpm;mgm
pM;Pdirs;pdgR S;rgS;smg
gm;pd+S«NPdp

3. Janta svaraphrases—nddnp ;d
mgg; mmpmg;nnddp

4. Dhattu svara phrases — Pallavi -s P
mDp;pgMp;dsgr;dirS;p
dgR S;sDPmg

5. Samvadi (Consonant) phrases-m g
rspm; rSP gMP;Smg
The range of the Kriti is from
Mandra stayi panchama to Tara
stayi gandhara.

6. Gamakas figured
Being a Gamaka varika raga, almost
all the gamakas described in Sangita
Sampradaya Pradarshini (theory
part) can be seen in this kriri. It is a
fact that both  Muthuswmai
Dikshitar and Subbarama Dikshitar
were Vainikas, and hence the
embellishments which have been
given by the composer have been
preserved by Subbarama Dikshitar
without losing their expressions.
The scholar has analysed some of
the gamakas as examples:

1. Nokku (Tirupa) — It is the one time
hitting of the svara represented by
the symbol ‘w” Ex: mg m P d —
madhyama in this phrase sings with
stress (applying a force)with a tinge
of higher note pa like mpm.

ndpDS;mgm;gmdep—the

svaras pa, ga ma in these phrases
sing in the same manner.

The second line of Pallavi , Dikshitar

makes us to visualize Subrahmanya in

our mind by utilizing the word *

manasija koti koti... Here lies the in-

depth knowledge of Dikshitar by using
the same word Koti’ for the first time in
the svara ‘P m’ the second koti is given
with  Nokku gamaka that means

stressing the svara ‘D p’

m g r s P m D

mana si ja ko ti ko i

2. Orikai : Orikai is a variety of
Kurula gamaka. It is purely a veena
gamaka in which the shade of the
higher note can be noticed in the
avarohana sancharas. Symbol-

This gamaka comes mostly with m, r,

and n

Ex: p m g — here ma starts from pa, then

again goes to paand to ga and hence ma

singsaspmpg. snd-nicomesas
sns d mgrs—riasgrgs.

3. Odukkal or Odigimpu: this also is a
variety of Kurula gamaka and is a
veena gamaka. Symbol- ‘X’. From a
particular svara sthana produces a
higher note in veena and the sruti
value will be slightly less.

Ex: d n p — ni produces from the place

of pa. Likewisein srgrs and pdm

0, ga plays in ri and da in the fret of ma.

The phrase n d d n pis a beautiful one in
which the firstnia strong one than the
second one. Nokku gamaka is applied to the
first ni, which is a take off gamaka, and
odukkal gamaka is used to the
second ni  reduces its sruti value as it
produces in the place of pa.

4, Jaru: Jaru means °‘glide’. This
gamaka comes under Ullasita. There
are two kinds of Ullasita gamaka:
Ekku jaru and Digu jaru. Ekku jaru
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comes in the ascending phrases and
Digu jaru in descending. These
gamakas are extensively used in this
kriti by Muthuswami Dikshitar.

Ex: EKkujaru—p/nd; s/grg;rigr

s;d/rs

Digujaru- s\nd;p\gmp;rg\S;p

\mg

The in-between svaras sounds not be

heard specifically.

5. Kampitam: The meaning of
kampita is ‘movement’ and it is the
shaking of the svara.symbol- ~~~
Ex: g M p - ma sounds as
gpmpmpmpm ; d n nd D — ni as
dnsn.

6. Tala patterns: Most of the
Compositions of  Muthuswami
Dikshitar are in the vilambita laya.
The Madhyakala sahitya following
the dhatu is a breath of fresh air,
showecasing a different flavor of the
raga and is in contrast to the
protracted dhatu. This kriti is in the

Muthuswami Dikshitar used more.

The pallavi, anupallavi, and

charanam are in sama graha.
The Pallavi starts with a slow tempo and
an increase of the rhythm can be seen in
the second line. The line —‘manasija
koti koti lavanya deena sharanyaya’ is
sung in the first, second, and third
degrees of speed respectively.

In madhyama kala sahitya in the
charana, the svara prastaras are in the
similar pattern for both lines, R_S| nnd
pDS|| SmglgmpdMP

DN| pd %S‘N“Pd p| pmg rsndp

Matu analysis

The decorative angas like Svarakshara,
Prasa etc. can be seen. These are used
profusely in the song. Svarakshara is the
beauty signified by the confluence of
the svara syllable and the identical or
like-sounding syllable in the sahitya®. It
is a Dhatu- Matu Alankara. Some

Rupaka tala (two kalai) that €xamplesare given:
Sudha 1M g r s Suchitha .S rm G Misra LN d p
svarakshara Ma na si ja | svarakshara Ta ra ka sim | svaraksharam | D s
(pallavi) (charanam) Na ta vi

2S P g MP
Sa rpa sva ru pa
(‘anupallavi)
33.DsnD
Da sa ja na

2D D p m dhatre

ta tvo pa de

song is the Prasa

Prasa beauty: The correspondence of the letters in padas of the sections of the

Anuprasa: Dvitiyakshara prasam: | Antya prasam:
shri subrahmanyaya | Sree subrahmanyaya caranaya
namaste namaste | Bhu suradi dharanaya
manasija  Koti koti | Vasuki thakshara varenyaya
lavanyaya dina | Vasavadi sakalajana agraganyaya
sharanyaya Dasajanaabhishta prada
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These beauties underneath in the kriti
should be enjoyed through listening or
singing. The mere words can’t be
realised. So the correlation of both the
lyrics and raga svarupa give credits to
each other.

CONCLUSION

The composition ‘Sri Subrahmanyaya
namasthe’ in Kambhoji raga is the best
example that gives the knowledge that
Dikshithar has a commanding power

REFERENCES:

not only in Music but in Vedas also. The
lyrics of his kritis reveal his in-depth
knowledge in language, sasthra, tanthra
etc. In this composition also Dikshitar
portrayed the beauty of the raga as well
as the sahithya. Proper rendering of this
kriti gives the same benefits as Gayatri
Mantra and Kundalini Yoga. One can
see the exact blending of the brilliant
raga and inspirational lyrics with
technical sophistication. It will be more
heartening and pleasing if the
compositions of this legend are
understood properly.

1. Sundar Natarajan Mahaperiaval on Subrahmanyaya Namaste and Gayatri

Mandra Retrieved from Journal

http://www.sisnambalava.org.uk/articles/religion/mahaperiaval-on-

subrahmanyaya-namaste-and-gayathri-manta-20110806073750.aspx (2011)

2. Brahmasri Subbarama Dikshita, SangitaSampradayaPradarshini, English
Edition by S.R Janakiraman, Vol.ll, Chennai,TamilNadu, P. P Narayana

Swami and Vidya Jayaraman 2008

3. Sambamurthy P, South Indian Music Book I, Indian Music Publishing House,

Madras,1964, Ed. version 2001

4. Sambamurthy P, South Indian Music Book IlI, Indian Music Publishing
House, Madras,1964, Ed. version 2001

5. https://www.sathyasai.org/devotional/gayatri

6. https://timesofindia.indiatimes.com/religion/mantras-chants/meaning-

and-significance-of-the-qgayatri-mantra/articleshow/75065013.cms

FOMR

41


http://www.sisnambalava.org.uk/articles/religion/mahaperiaval-on-subrahmanyaya-namaste-and-gayathri-manta-20110806073750.aspx
http://www.sisnambalava.org.uk/articles/religion/mahaperiaval-on-subrahmanyaya-namaste-and-gayathri-manta-20110806073750.aspx
https://timesofindia.indiatimes.com/religion/mantras-chants/meaning-and-significance-of-the-gayatri-mantra/articleshow/75065013.cms
https://timesofindia.indiatimes.com/religion/mantras-chants/meaning-and-significance-of-the-gayatri-mantra/articleshow/75065013.cms

ISSN-2348-5892 Sangitika
Online Platforms and Marketing Strategies in Music
Smt Sajna Sudheer
Assistant Professor, Govt College for Women,
(Research Scholar), Dept of Music, University of Kerala)
Dr Bindu K
Associate Professor & Head, Department of Music
University of Kerala

Abstract: With the advent of technological upgradation, the music industry as we see now
has evolved into a multi-billion dollar industry that thrives on musicians of diverse genres
across the world. From an early age, stage performances solidified the interactive element
of music between the musicians and the audience, but then later on commercial attention
shifted when social media exploded during the early 2000s. People were already fueled
with the idea of communicating and networking, probably using the same to market their
content and brands. To trace the roots of online streaming of music one must understand
how social media and online communications changed the way people interacted with and
responded to art and music. It reflected on how accessibility was gained, opinions were
formed, and connections forged. This in turn further provided more exposure to the artists
involved by giving them an opportunity to curate content for music lovers across the world
which broke down many a barrier. The Morse system of telegraphy with its dots and dashes
paved the way for a huge transition in telecommunications industry. Moving along history,
through the many versions of online communities that came up, one can understand how
music predominantly featured in all of them. Music was not just a source of entertainment
anymore, instead it became the fuel for gathering like-minded artists and music lovers
within a community. Performing artists who thrived on stage shows were beginning to
understand the importance of creating an online fan base, of developing a marketing
strategy, of cultivating a community around music that truly attributed to the brand they
wanted to showcase as an artist. The pandemic further brought much needed clarity by
breaking down artist’s hierarchy as a result of opening up online platforms accessible to
all, where good content found commercial viability regardless of any singular brand name.
Thereby it is imperative to understand how artists can utilize the different marketing
strategies which can be applied for both stage performances and online media platforms to
promote and showcase their creative finesse.

Key Words:- Music, online platforms, technology, music industry, consumers, marketing,

streamlining

INTRODUCTION

The earlier concepts of
telecommunication set the wheels in
motion and moving onward, both
creators and consumers began to
influence how art was perceived. The
performing arts ideally is designed to
be presented before an audience and it
is the live response and interactions

that further provide fresh impetus to
the artist to create more qualitative
content. India in itself holds such an
extensive treasure trove of diverse art
forms with the more popular streams
being theatre, dance and music.
Showcasing talent, art and culture has
been the norm since the very first
concept of chamber concerts and
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stage performances. But back then the
fine arts were conceived of as means
to entertain and to be considered as a
leisure activity. Wealthy kings who
were art connoisseurs became patrons
of the art and the rich traditional
heritage of performing arts thrived
even across wars, famine, the drought
and the floods. Art bore witness to the
societal and cultural transitions across
the ages.

Today as technology courses across
our lives with such precision and
speed, gone are the days when music
or any of the other fine arts were
limited to a set of finite crowds.
Accessibility is what made the advent
of internet most popular. To a huge
extent the ability to connect with any
genre of content from across the
world also acted as a catalyst to one of
the biggest revolutions in the music
industry. The journey from Edison’s
Phonograph to streaming music has
been a fascinating one. The
advancements in technology can all
be traced back to one repeated
question that ensured continued
research in the music spectrum, “How
can we increase the quality of sound
and enhance the experience of music
as a whole?”

“The music industry is facing the
development of online peer-to-peer
(P2P) networks, direct download
services and other forms of digital
piracy, while at the same time the
format and promotion of pre-recorded
music are undergoing  major
transformations with the advent of
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MP3 and new forms of collective
promotion,  particularly  through
online communities and social
networks.” As mentioned by Patrick
Waelbroeck in Chapter 34 — Digital
Music (Pages: 389-398, Handbook
on the Digital Creative Economy,
edited by Ruth Towse and Christian
Handke) it is quite evident as to how
digitalisation has transformed the
industry radically thereby initiating
new strategies to promote and sell
content.
DOIl:https://doi.org/10.4337/978178
1004876.00047

Today online platforms are reaping in
huge profits wherein the consumers
(listeners) have a huge variety of
content to choose from and it is
turning out to be such a win-win
situation for both parties. From closed
concerts to featured shows the priority
has always been the artist and the
content that is put forth. Music
festivals generating revenues through
ticket sales, individual music album
releases and band performances all
have found their strong footing within
the social media frame. From event
promotion to artist branding, from
streamlining content to marketing a
music band everything is based on
how consumers form their decisions.
Today we have a huge turnout of
musicians of every possible genre
making excellent content thereby to
ensure maximum outreach, marketing
strategies have to be promising and
engaging too.
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Most of the time listeners (potential
consumers) are influenced with the
way social media users react to
content and not necessarily based on
the quality of content. Therein lies the
challenge as well. “Social media has
fundamentally changed the consumer
decision process, and in the last
decade a more nuanced view of how
consumers engage with brands has
emerged. Instead of the traditional
purchase funnel, consumers research
products and services during an
extended evaluation stage, and after
purchase, they often enter into an
open-ended relationship with the
brand, sharing their experience with it
using social media.” Hudson,
S. and Hudson, R. (2013), "Engaging
with consumers using social media:
a case study of music
festivals”, International Journal of
Event and Festival Management, Vol.
4 No. 3, pp. 206-223.
https://doi.org/10.1108/1JEFM-06-
2013-0012

The way the artistes choose to interact
with the audience and how the entire
experience can be further enhanced
with digital components also impact
the marketing strategy chosen. So
ideally the goal is to understand what
all factors influence in choosing an
adept and effective PR/ Marketing
strategy. Also, it is to be noted that
along with the music content, the
artist/artists too are branded in the
process. The marketing blueprint
should reflect the artist and what
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he/she/they identifies with in terms of

their artistic norms.

The following aspects are taken into

consideration when one strives to

ascertain the best possible marketing
strategies to be used,

1. How unique is your content?

2. Whether the quality of content is
maintained?

3. Isyour content more interactive or
passive in nature?

4. Do you intend to create an online
community around your music/fan
base?

5. Are you open to collaborations
with other artists?

6. What is the desired outcome from
any marketing strategy that you
intend to use whether it is focused
on increasing sales or rather
building yourself as a brand?

7. What is the estimated
expense/investment you have put
in to build your brand?

Understanding these very questions
and their purpose will help furnish
fairly accurate details and only then
can one choose an appropriate
marketing strategy. But at the same
time, one needs to understand the
current market design and how supply
and demand curves seem to rule the
music industry as well.

CONTENT CURATION

To begin with we need to understand

that creating unique content is of

primordial importance. In an age
where music can be remotely and
freely accessed, the volume of choices
available are aplenty. Thereby
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creating your own niche in music will
decide the nature of your listener base
and this in turn will also impact the
choice of marketing strategy.
Digitalization of music further
provided musicians with numerous
opportunities to market and monetize
their content with lesser hassles. Take
Spotify  for  instance  wherein
musicians of diverse genres get to
showcase their independent singles or
musical experiments while generating
income that increases in proportion to
the number of plays by listeners
across the globe. If musicians can
create brilliant content that identifies
with  the audience’s  creative
perception, online streaming
platforms are the key to establishing
oneself as a global artist. Even in the
case of stage performances, it is easier
now to generate ticket sales and do
online marketing promotions
simultaneously. Many providers like
www.bookmyshow.com and
www.insider.com  all  facilitate
different marketing packages that
include content promotion, event
arrangements and  ticket sales.
Therefore, it is important to be aware
of what fellow musicians are creating
and to formulate ways to bring forth
path breaking content while moving
away from traversed clichés.
BUILDING A COMMUNITY
AROUND YOUR MUSIC / FAN
BASE

Social media has become such a
powerful tool with its variety of
income generating features and
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creating a whole brand of
professionals called the social media
influencers who came in right after the
successful advent of the YouTubers.
Everything that was artistic, creative,
and meaningful found its designated
space in social media. Just like how
the earliest clan of humans, the hunter
tribes gathered to form communities
as is their social behavior, social
media became the new space wherein
people formed communities based on
their origin, language, and culture
orientations, on their likes and
dislikes and on their favourite
celebrities and musicians as well.
Thereby for an artist of today it has
become imperative to build a
community around the music they
showcase. The initial fan base is thus
formed.

Even so one cannot be idle and therein
begins a series of strategies one
implements to crack the social media
code and to draw in more people who
might be interested in the genre of
music propagated by the musician.
Short specific content with lesser
duration on a consistent basis over a
series of themes is what we usually
see. Most musicians outsource social
media  management to  artist
consultancies or other marketing
agencies, and this is effective if the
artists can afford the same.
Understanding the algorithms of
social media can be quite the task and
time consuming but it is one of the
most effective marketing strategies in
place. This is being utilized by
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multiple entertainment industries
today and even by those in the health,
finance or any other industry that
deals with people and their lives.
PERSONALISING ONE’S OWN
BRAND OF MUSIC

Personalising one’s own content is
also a marketing strategy that will
make sure your pool of audience feels
the connection on a more intimate
level. This is where musicians dabble
in interactive presentations and theme
based content. You can be a classical
musician or a playback singer and still
be authentic in personalising the way
your audience experiences your
content. There is a notion that
especially in Carnatic music it is
difficult to retain traditional roots
while using social media as an
advertising tool. But in today’s age
one can see that platforms like
Spotify,  Soundcloud, Instagram,
iTunes all have unique spaces for
classical musicians, and this is fast
gaining popularity. Carnatic
musicians sharing snhippets of their
concerts on their social media pages
or  presenting  short  lecture
demonstrations in topics of their
choice all add up in personalising
their brand of music.

ROLE OF ONLINE STREAMING
Online streaming revolutionized the
way people listened to music and how
musicians interacted with their
listeners. It was also an opportunity
for musicians to be able to present
their musical content in a much easier
way with lesser financial burden. “On
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the one hand, online streaming
services are often described as
product discovery tools, which could
potentially stimulate digital music
sales and consumption. According
to Spotify, for instance, their service
“makes it easier than ever to discover,
manage and share music [...]”
(https://press.spotify.com/us/2013/05/
29/hello-music-discovery-spotify-
here/.) as mentioned by Luis Aguiar
in his article published in Information
Economics and Policy, Volume 41,
December 14 2017, Pages 1-14;
https://doi.org/10.1016/j.infoecopol.2
017.06.002

“India’s audio streaming market is
dominated by Gaana, the streaming
service owned by Times Internet Ltd,
with a 30% share, followed by Jio
Saavn (24%), Wynk Music (15%),
Spotify (15%), Google Play Music
(10%), and others (7%), according to
a study by Kantar and audience
measurement and analytics company
VTION this January. “In the absence
of new movie releases, non-film
music has shown tremendous increase
year-on-year," said Prashan Agarwal,
CEO, Gaana. Amarjit Batra,
managing director - India, Spotify
admitted while the majority of India’s
most-streamed songs on the service
this year are from Bollywood,
international and independent music
have seen significant  growth,
reflecting India’s appetite for all kinds
of music.”
https://www.livemint.com/news/india/
audio-streaming-grows-40-in-india-
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in-2020-11608022882735.html
Understanding the statistics thus
further solidifies the need for classical
musicians amongst other genres to
transition and use such platforms
extensively and to use online
streaming as a tool to market,
monetise and popularise individual
brands of music.

“According to a FICCI-KPMG Indian
Media and Entertainment Industry
Report 2012, the Indian music
industry achieved a 19 % year-on-
year decline in sales of physical music
which  was compensated by a
significant jump of 24 % year-on-year
in digital music consumed last year.
Physical sales of music continue to
slide with digital music consumption
on a steady rise. This phenomenon
was more pronounced in the urban
centres where mobile and Internet
penetration is higher; however
regional markets were less affected.”
“Consumption of music through
digital route is set to increase in
coming years, FICCI — KPMG report
estimates digital music industry to
grow at an expected CAGR of 22%
till 2016. Currently, most of the
consumption via streaming and
download are audio based; however,
it may see a shift towards video.”
https://nextbigwhat.com/online-
music-industry-in-india/

Despite this one need to understand
that Spotify and other streaming
international streaming platforms do
incur losses as well on a global scale,
but for Indian online streams and
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musicians alike, the road ahead is all
the brighter owing to the diverse
streams of Indian music both vocal
and instrumental that is prevalent.
They are opening a host of
possibilities not just for solo artists
but for music bands and mutual
collaborators as well.

SOCIAL MEDIA
MARKETING TOOL
“Consumers are adopting increasingly
active roles in co-creating marketing
content with companies and their
respective brands. In turn, companies
and organizations are looking to
online social marketing programs and
campaigns in an effort to reach
consumers where they ‘live’ online.
However, the challenge facing many
companies is that although they
recognize the need to be active in
social media, they do not truly
understand how to do it effectively,
what performance indicators they
should be measuring, and how they

AS A

should measure them.” Richard
Hanna, Andrew Rohm and
Victoria.L.Crittenden in the article

“We are all connected; The power of
the social media eco system” clears
states that there is a lack of awareness
as to implementing social media as a
marketing tool. Their article throws
light on how one can integrate both
digital and traditional media in
conceptualising a marketing strategy
for social media and how that can be
implemented at an organisational
level through its communication
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systems. https://doi.org/10.1016/j.bu
shor.2011.01.007

Musicians need to understand and
embrace the fact that the music
industry has undergone a huge
transformation. Building an audience,
connecting with them and showcasing
inimitable art, all has become easier
with the advent of social media and
other online communities. But many
a time traditional musicians find it
demeaning to be selling their content
in such an open manner. But the truth
is that times have changed and by
understanding the way digitization
has impacted revenue patterns of the
industry, musicians will be able to
construct a more fruitful career in
terms of creativity and financial
stability.

“According to a FICCI-KPMG Indian
Media and Entertainment Industry
Report 2012, the Indian music
industry achieved a 19 % year-on-
year decline in sales of physical music
which was compensated by a
significant jump of 24 % year-on-year
in digital music consumed last year.
Physical sales of music continue to
slide with digital music consumption
on a steady rise. This phenomenon
was more pronounced in the urban
centers where mobile and Internet
penetration is higher; however
regional markets were less affected.”
“Consumption of music through
digital route is set to increase in
coming years, FICCI — KPMG report
estimates digital music industry to
grow at an expected CAGR of 22%
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till 2016. Currently, most of the
consumption via streaming and
download are audio based; however it
may see a shift towards video.”
https://nextbigwhat.com/online-
music-industry-in-india/

Despite this one need to understand
that Spotify and other streaming
international streaming platforms do
incur losses as well on a global scale,
but for Indian online streams and
musicians alike, the road ahead is all
the brighter owing to the diverse
streams of Indian music both vocal
and instrumental that is prevalent.
They are opening a host of
possibilities not just for solo artists
but for music bands and mutual
collaborators as well.

INSIGHTS INTO EFFECTIVE
MARKETING STRATEGIES

1. Curate unique content that sets

you apart from other
artists/musicians.
2. Define your content and

categorizing your audience/fan
base accordingly.

3. Create an online presence via
social media and through online
streaming platforms.

4. Build a relationship with your
audience and form a community
around your music.

5. Collaborate with and get PR
support through other media
platforms.

INTEGRATION OF PLATFORMS:- As

per the new acquisitions and

integration formats available, a

content creator can market his brand
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in multiple platforms with a single
click. This enables him/her/they to
reach more audience and develop a
fan base for them.

AESTHETICALLY ENHANCED:-
When social media emerged as the
suitable platform for Carnatic music,
the performers evolved as more
ecstatically perfect performers and
they also started to pay attention to
their movements, modulation and
pronunciation. Just as the appreciation
flowed in, criticisms too were quick to
follow if glaring mistakes were made.
Hence content created was much

more aesthetically enhanced.
OPPORTUNITIES AND CHALLENGES:-

From the moment you upload your
content, it has an immediate reach that
is massive and accessible from across
the world. A worldwide stage to
perform opens up and the outreach of
which is fast paced, targeting a wider
audience/listenership. Highly
talented artists existed without being
noticed/given prospects to express
their talent before the public. Ever
since the emergence of reality shows
and other daily soaps in Television,
society has become flooded with
talents. You can see that the directors
of the show focus more on
transforming them into good
performers rather than good singers.
This transformation gave them the
ability and opportunity to become an
‘object’ for visualization. To a certain
extent, the vigour and talent they
expressed while performing helped
them cover up deficiencies in their

Online Platforms and Marketing Strategies in Music
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music. This newly formed bunch of
talents understood the possibility of
social media platforms and they
continue onward with their career.
This usually happens when they
became “too old” for daily content
packages in television. It was a huge
realization on their part that the media
platforms reached out to the audience
faster and the response or appreciation
was instant adding on to the
gratification. They also have the
opportunity to perform in front of a
wider audience through their gadgets.
So understanding this format of online
media and possibilities in a wider
perspective would be helpful for a
musician to set the ‘world’ as one’s
own stage.
Many of the social media platforms
are not paying directly to the content
creators. Carnatic music has certain
limitations in being able to attract
decent revenue from social media.
Demographic limitations,
impediment of the art form etc. are the
main reasons for these limitations.
These factors are influencing the pay
per view considerably. Other avenues
of revenue like promotions, in-film
ads, integrations and spot ads are also
limited due to less number of views.
Thereby it is a huge task to develop a
Carnatic Music brand with good
revenue in social media.
INSIGHTS INTO EFFECTIVE
MARKETING STRATEGIES
1. Curate unique content that sets
you apart from other
artists/musicians.
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2. Define your content and
categorizing your audience/fan
base accordingly.

3. Create an online presence via
social media and through online
streaming platforms.

4. Build a relationship with your
audience and form a community
around your music.

5. Collaborate with and get PR
support through other media
platforms.

Thereby with the influx of such a huge

array of online platforms at one’s

disposal if musicians are able to work
on devising a unique marketing
strategy it will define their
craftsmanship and also contribute
towards gaining a wider outreach
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Devarnamas and their Potential Influence on Human Values
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Abstract: A teenage child from a super busy family seeking refuge on the internet, an
elderly couple at an old aged home pining to meet their children for years, and a
married couple having two children separating after years of marriage.

Such situations are not uncommon nowadays and one of the prime reasons for these is
the deterioration of Human Values. This calls for an immediate attention to all
humans. We should leverage tools successfully used in the past for the mitigation of
such situations. Music is one such tool for reinforcing Human Values. This study
analyzes some Devarnamas (a genre of devotional Indian Music) to highlight the
Human Values they encapsulate.

The analysis of various compositions show that all the parameters like Raga (melody),
Laya (rhythm), Sahitya(Lyrics) and Bhava(Expression) contribute to Human Values

Keywords: Human Values, Music, Devarnamas, Haridasas, Purandaradasa, Kanakadasa

Introduction

Value can be defined in a layman’s
language as something which is worthy or
important. The worthiness can be because
of its utility, beauty or power to help us
lead a good life. Human values are
defined as those values which help man to
live in happiness, peace and harmony with
the world. Human Values are universal in
nature and grounded in rationalism and
acceptance.

“Human Value is an enduring belief that a
specific mode of conduct or end-state of
existence is personally or socially
preferable to an opposite or converse
mode of conduct or end-state of existence.
A value-system is an enduring
organization of beliefs concerning
preferable modes of conduct or end-state
of existence along a continuum of relative
importance” (Rokeach 1973:5). “The
Sruti and Smriti provide a general
understanding of Dharma and Adharma
which most of us have heard from
childhood” (Tejomayananda 1994: 93).
The essence of Humanism is handed
down to us through various epics and in
the epic Ramayana, the qualities of Rama

stand out as a personification of
Humanism (Rajagopalachari 2001).

“The characters from the Puranas show
us the goal. The way to reach it is through
the actual practice of prescribed Karmas
“(Saraswathi 2014: 247).

We are shaped by life experiences and
learnings from the day we are born . The
behaviour of our parents, the examples set
by our siblings and teachers, the kind of
friends we make in school and the values
they influence, all the above contribute to
shaping our value system and thereby our
behaviour . Good and bitter experiences
can both shape our value system.

Depending on our life experiences and
what we observe, read, and are taught, our
value systems can diverge from those
needed for peaceful coexistence

For humankind to coexist , sustain and
progress, these human values need to be
imbibed and practised by everyone. Such
values are independent of time and space.
When these universal values deteriorate,
there is degradation of the quality of life.
Hence Human Values need to be
reinforced time and again. Music has the
necessary attraction and the right
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vibrations for the mind, heart and soul to
receive the human value reinforcement
easily. Even without any explicit
message, the vibrations of music can put
us at peace. Music creates an instant
environment of receptivity to Human
Value Reinforcement. “Art experience is
well adapted to arouse our interest in the
ideal state by giving us foretaste of it, and
thus to serve as a powerful incentive to the
pursuit of that state. By provisionally
fulfilling the need felt by man for restful
joy, art experience may impel him to do
his utmost to secure such joy finally”
(Hiriyanna 1997: 32).

This study will help musicologists,
practitioners , teachers, students, and
rasikas alike in enjoying, communicating,
and benefiting from the compositions,
with increased awareness of the Human
Values they can potentially influence.
This will in turn help mitigate the Human
Value crisis we face time and again
Devarnamas

There are scores of Bhakti traditions or
movements in India but perhaps the most
unique of them is the Haridasa system.
which flourished from 1350 to 1850 AD.
This movement was confined almost
exclusively to the old Mysore state in the
beginning before it spread to other
states.The Haridasa movement traces its
origin to the teachings of Madhwacharya
and his followers.

Hari means Vishnu and Dasa means
servant. There is a huge volume of
devotional songs and compositions called
Devaranamas under the Haridasa genre
and they are mostly devoted to Rama,

Krishna, Srinivasa, Vittala and
Narasimha.
The Dwaitha philosophy of

Madhwacharya (1238-1317) had a great
bearing on the Haridasa movement. Many
of the Dwaitha saints were also Haridasas.

Though Madhwacharya wrote several
works, all of them were in Sanskrit. Many
saints who came after Madhwacharya
tried to simplify his teachings and also
wrote in the language known to the
common man. One such saint is Naharahi
Theertha, one of the four direct disciples
of Madhwacharya.

The Haridasa tradition, as it is today,
owes much to Sripadaraja Theertha
(1404-1502) of Sripadaraja Matha in
Mulabagal. This seer was the first to write
or compose songs in Kannada. His song
Baaro Namma Manege caught the
imagination of the people. Soon, Dasas
realized the importance of composing
songs and singing them in Kannada.
Sripadaraja is, therefore, rightly called the
pioneer of the Haridasa movement.

A disciple of Sripadaraja was Vyasa
Theertha, who was a major influence on
the Bhakti movement and Dwaitha
tradition in South India during the period
he lived. He was a friend and guide to
Purandara dasa, and Kanaka Dasa. The
most famous of the Dasas and perhaps the
most prolific is Purandara Dasa.. He has
written hundreds of devaranamas and all
his compositions are based on the
Ramayana, Mahabharata or Bhagavatha
Geeta. Purandara is also called the father
of Karnatak music.

Kanaka Dasa was a contemporary of
Purandara Dasa. His earlier name was
Thimmapa Nayaka and he belonged to a
family living in Kaginale. Some of his
compositions are Nammama Sharade,
Yallaru Madhuvudhu, Heggiddu
Heggade, Nee Maayeyo.

The next Dasa in importance is Vijaya
Dasa (1687-1755). The tradition of Dasa
Sahitya set by Vijaya Dasa was continued
by Gopala Dasa, Prasanna Venkata dasa,
Mahipathi Dasa and Jagannatha Dasa.

56



ISSN-2348-5892

Sangitika

Devarnamas and their Potential Influence on Human

Analysis of Compositions and their
Potential Influence On Human Values
In this paper , the author analyses the
following Devarnamas for Human Values

Song : Harinarayana —
Raga Revati — Tala Adi
Sahitya

Pallavi

hari narayana hari narayana hari

narayana enu manave
Oh Mind, repeat the glory of Hari
Narayana
Anupallavi
narayananemba namada beejava
narada bittida dhareyolage
(hari)
The seed of the name called Narayana,
Develops in the path left by Narada
Charanam 1
tarala dhruvaninda angurisitu adu vara
prahladaninda molage aitu
dharaneesha rukmangadaninda ciguridu
Gurupita mahaninda huvaitu
That germinated from the boy Dhruva,
And the embryo came out by Prahlada,
And by Rukhmangada it became a
seedling,
And by the great man , Guru Pitamaha ,
it flowered.
Charanam 2
vijyana satiyinda phalavayitu adu
gajarajaninda dore hanaitu
dvija shukamuniyinda phala pakvavaitu
ajamila tanundu Rasa savida
It became in to a fruiting because of Sathi,
And by king of elephants it became a fruit,
And by the holy sage Shuka, the fruit
ripened,
And by Ajamila the juice was taken out of
the fruit.
Charanam 3
kamita phalaviva namavondiralike homa
néma japa tapavéeke
svami purandara vittalanamava
némadinda nene manave
When you have the name which gives you,
The fruit that is desired by you,

What is the need of Homa, rituals,
meditation and Thapas,
And | request you therefore chant,

The name of the God Purandara VitTala.
Human Values

In this Keertana, Purandaradasa
beautifully explains some important
values of life which are Growth,
Evolution and Potential and help us
evolve naturally from a physical being to
an uplifted spiritual being. This is similar
to the natural growth of the seed and is
akin to the evolution of the potential in the
name of the Lord. The seed comes out of
the embryo and then grows into a
seedling, then a flower, a raw fruit and
then a ripened fruit which can then give
birth to more seeds. Similarly many great,
noble and divine souls have helped the
Lord’s name grow from a seed to a ripe
tasty fruit.

narayananemba namada beejava narada

bittida dhareyolage -> Being Rooted,
Wisdom, Surrender

The value implied here is “being rooted”
or “adhering to first principles”. If the
seed is sown correctly, the path to good
growth is set. Purandaradasa uses the
characters from the Bhagavatam as an
exemplification of values. Narada was an
embodiment of the value of wisdom and
surrender.

tarala dhruvaninda angurisitu adu vara

prahladaninda molage aitu - >
Innocence, Love, Faith

The seed germinating into an embryo and
then into a seedling, represents Innocence,
a value which we lose as we grow. It also
depicts the love and faith of Dhruva, who
left home when he was 5 years old, to
understand the meaning of life by doing
penance unto the Lord, and Prahlada,
whose love and faith in the Lord's name
enabled him to vanquish his evil father
through the Lord’s Narasimha avatar
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dharaneesha rukmangadaninda ciguridu
Gurupita mahaninda huvaitu ->
Commitment, Courage
Both King Rukmangada and Bhishma
(Gurupitamaha) exemplified courage and
commitment by not breaking their vows
even at times of intense pressure. This
quality is what helps the embryo grow into
a seedling and the seedling into a flower .
The parallel analogy for our lives is to
exemplify courage and commitment at all
times and then we will be able to grow
from a seed into a flower. Sathi refers to
Anusuya who exemplified dutifulness.
Gajendra exemplified patience. Shuka
exemplified wisdom and Ajamila
exemplified the human will to change for
the better.
vijyana satiyinda phalavayitu adu
gajarajaninda dore hanaitu -> Loyalty,
Purity, Faith
Anusuya is an epitome of purity , as even
when tricked by the Gods , she did not
give up loyalty to her husbhand, and
instead had the Gods converted into
children Similarly, Gajendra had
unflinching faith in the Lord . Anusuya’s
qualities can help convert the flower of
dedication into a fruitling of outcomes,
and then into a fruit of success through
Gajendra’s values.
dvija shukamuniyinda phala pakvavaitu
ajamila tanundu Rasa savida ->
Selflessness, Wisdom, Gratitude
Sage Shuka was a personification of
selflessness and wisdom, and Ajamila,
though he lost his way to bad habits, was
still saved by the Lord, because he
chanted the Lord’s name. The point here
is about the power in the Lord’s name,
which can give everyone the nectar of
happiness and bliss, like the pure and tasty
juice of a ripe fruit.
Musical Analysis
The Raga Revati which is considered the
base raga for the Vedic chants, is used
aptly for a profound message. The start on

the RMR,,,S,,,R,S,-NSNP,R,,,S,S, (Hari-
narayana Harinarayana) phrase gives
the much needed effect for the emotions
of bhakti and the value of humility .
The foray into the higher octave for the
anupallavi and the phrase RSNN,SR, for
Namathabijava( the seed of Lord’s name)
is apt, and gives a vision of the goal
towards which one needs to grow
The Laya then moves to dhruta kalam
(fast speed) to give the effect of the seed
growing into an embryo, the seedling , the
flower, the fruitling, the big fruit, the ripe
fruit and finally the nectar from the fruit.
Song : Ragi Tandira — Raga
Nadanamakriya — Tala Adi
In this Krithi, Purandaradasa uses the
word Ragi in an interesting way to bring
out the values we should all cultivate in
day to day living.
Sahitya
Pallavi
Ragi thandeera bhikshake, Ragi
thandeera,
Yogyaragi bhoghyaragi,

Bhagyavanthavaragi neevu
Have you brought Raagi for giving alms,
have you brought Raagi,
May you be an upright person,
May you be one who enjoys,
May you be fortunate, have you.
Charanam 1

Annadanava maduvaragi,

Anna chatravanittavaragi,

Anya varthegala bittavaragi,

Anu dina Bhajaneya maduvaragi
May you be one who feeds others free,
May you be one who establishes inns
giving free food,

May you be one who does not bother
about any other matters,
May you only sing the name of Gods daily.
Charanam 2

Matha pitharanu seviparagi,

Papa karyava bittavaragi,
Reethiya balanu baluvaragi
Neeti margadali khyatharagi.
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May you be one who serves father and
mother,

May you be one who forsakes sinful
actions,

May you be one who leads a disciplined
life,

But May you be famous in just actions.

Charanam 3
Guru karuneya padedahavaragi,
Guru vakhyavannu paliparagi,
Guruvina padava smarisuvaragi,
Parama punyava maduvaragi
May you be one who gets the teachers
grace,
May you be one who obeys the words of
the Guru,
May you be one who contemplates on the
feet of the teacher,
And May you be one doing blessed deeds.
Charanam 4
Kama Krodhava alidavaragi,

Nema nishtegala maaduvaragi,
Rama Namava Japisuvaragi,
Premadi kuni kunnidaduvaragi
May you be one who forsakes passion and

anger,

May you be one who performs rituals
according to rules,

May you be one who keeps on chanting
name of Rama,

And May you be one who dances and
dances out of pure love.

Charanam 5
Siri Ramanana sada smarisuvaragi,
Guruvige bagovanthavaragi,
Kiri Kiri Samsara bittavaragi
Purandara Vittalana seviparagi
May you be one who always thinks the
consort of Lakshmi,
May you be one who bows before the
teacher,
May you be one who forsakes sinful deeds,
May you be one who serves Purandara
Vitthala.

Human Values
Ragi thandeera bhikshake, Ragi
thandeera,Yogyaragi bhoghyaragi,
Bhagyavanthavaragi neevu
-> Humility

This Krithis is an explicit communication
of Values. Here the word Ragi is very
nicely used as the prosodic element
“Yamakam " where it is either used to
refer to Ragi as a food or Ragi to mean
“become”. The value of humility is
reflected in the humble food “Ragi” and in
a humble becoming.

Annadanava maduvaragi,Anna
chatravanittavaragi,Anya varthegala
bittavaragi, Anu dina Bhajaneya
maduvaragi -> Service, Refrain
Ensuring food for the hungry and
speaking simple, less and good words are
values that can uplift society. The values
of respect and love towards parents and
Guru is very nicely mentioned. The values
of humility, refraining from passion and
sin, obedience, dutifulness, and discipline

are effectively communicated directly.

Guru karuneya padedahavaragi, Guru

vakhyavannu paliparagi, Guruvina
padava smarisuvaragi, Parama punyava
maduvaragi -> Grace, Obedience,
Contemplation
Surrendering to the teachings of the Guru
brings in the values of obedience, grace
and contemplation
Kama Krodhava alidavardgi, Nema
nishtegala maaduvardagi, Rama Namava
Japisuvaragi, Prémadi kuni
kunnidaduvaragi -> Discipline,
Concentration, Celebration

Purandaradasa, through the above lines,
emphasizes the need to be disciplines and
the importance of celebrating through
dance , both outer and inner dancing in joy
Siri  Ramanana sada smarisuvaragi,
Guruvige bagovanthavaragi, Kiri Kkiri
Samsara bittavaragi, Purandara Vittalana
seviparagi -> Discernment , Service and
Gratitude
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Purandaradasa exhorts us to be discerning
enough to forsake bad company, and be
grateful to our teachers. He also
emphasizes the need to do selfless service
to humanity
Musical Analysis
The Raga Nadanamakriya gives the apt
direct messaging background to this
devarnama.
S,S,S,SRG,,,RRR, -M,MGR,R,S,,, for the
first line Ragi Thamdira, and then the
emphasis on Yogyaragi Bhogyaragi with
M.MM,M, -P,PP,P, - D,D,DPM/MGP
clearly lets the sahitya convery its intent.
The charanams start on similar lines,
and then the crescendo with
S,SM/MGGRR,S,S, ( Anya Vartheya)
and the descending emphasis with
PDND-PDPM-MGPMGRS, elevates the
Sahitya
Song : Guruvina Gulama — Raga
Pantuvarali — Tala Adi
In this Kriti, Purandaradasa highlights the
importance of a Guru, and the Humanism
that underlies the Guru principle.
Sahitya
Pallavi
Gurvina gulamanaguva thanaka,
Doreyadanna mukuthi
Till you become a slave of the Guru,
You would not get salvation
Anupallavi
Pari pari aneka shastravanodi,
Vyarthathavayithu bhakuthi
Reading of various shaastras,
Would only lead to wasted devotion.
Charanam 1
Aru shastravanodi darenu,
Muraru puranava mugisadarenu,
Sadhu sajjanara sanghava madadhe,
Dheeranendu ta tirugidarenu
What if you have read the six different
shaastras,
What if you complete reading the eighteen
Puranas,
And what if you go on roaming as a
courageous one,

Without enjoying the company of good
people.
Charanam 2
Koralalu maleya dharisidarenu,
Beralolu japa mani tiruhidarenu,
Maralli maralita horali boodhiyolu,
Marulanandadi tirugidarenu.
What if you wear a garland,
What if you turn the beads of a rosary by
fingers,
What if you go on wandering like a mad
man,
After rolling repeatedly in ash.
Charanam 3
Nariya bhoga alisidarenu,
Shareera sukhavanu bidisidarenu,
Mara janaka siri purandara vittalana,
Seri kondu padeyuva thanaka.
What if you give up pleasure given by
woman,
What if you give up the pleasures of the

body,

Till you attain and join with,

Purandara Vittala the father of
Manmatha.

Human Values

Gurvina gulamanaguva thanaka,

Doreyadanna mukuthi, Pari pari aneka
shastravanodi, Vyarthathavayithu
bhakuthi-> Humility, Service

Being a servant to the Guru and trusting
the Guru to lead us to knowledge is
essential for true success and happiness.
What can be achieved through Guru
Bhakti, cannot be achieved through mere
study of Shastras

Aru shastravanodi darenu, Muraru
puranava mugisadarenu, Sadhu sajjanara

sanghava madadhe, Dheeranendu ta

tirugidarenu -> Courage, Wisdom
True courage lies in the strength derived
through the association with wise people
Koralalu maleya dharisidarenu, Beralolu
japa mani tiruhidarenu, Maralli maralita

horali boodhiyolu, Marulanandadi

tirugidarenu. -> Focus, Sincerity, Truth
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Focus does not lie in merely rolling rosary
beads , but controlling the beads of our
thoughts It doesn't lie in external
manifestations but in the sincere acts
driven by inner truthfulness

Nariya bhoga alisidarenu, Shareera
sukhavanu bidisidarenu, Mara janaka siri
purandara vittalana, Seri kondu padeyuva

thanaka. -> Control, Sacrifice

Musical Analysis
One of the Ragas in which this
Devarnama is set, is Panthuvarali. The
Devarnama begins beautifully with the
descent from top shadjam (Guruvina) to
lower shadjam (Mukuthi). The melody
adds meaning by musically saying that the
Guru is the peak (top S) who can take you
towards peace (lower S) . At various
points, wherever the sahitya suggests that
mere knowledge of Shastras and Vedas
will not suffice etc. the melody
complements it with a nice reinforcing
“DNMD” phrase of Panthuvarali.
Conclusion
From the above Devarnamas we see that
through  various  symbolisms, the
Haridasas try to bring out the essence and
importance of the core Human Values.
The references drawn are primarily from
the Srimad Bhagavatam and Ramayanam.
The first Devaranama Harinarayana
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In this article, we will look into various properties of music and its
performance strategies. We will briefly describe the objectives of music and
shall see as to how far we have been able to achieve them. Finally, we will
deal with the practical aspects of it and look into stage performance of music.
We shall suggest some of good practices, which can make a stage performance
more attractive and successful.
In the present era of technological innovation, music has become more of a
market product than a fine art. Instead of classical music or the folk musical
traditions of our cultural heritage, we have become more inclined to the
popular music or the pop music — the short name for the same. Indian pop
music has influenced the music industry so much that now-a-days, other
traditions like the folk music, classical music etc., are rapidly fading out from
the general discourse. However, we shall not look into performances of
popular music. In this article, we shall limit our discourse to classical and
semi-classical music presentations.
We shall deal with general aspects of performance in music which comprises
of three components - vocal music, instrumental music, dance. However, we
shall not deal learning music techniques like Alap, Taan, etc and how to
practice.
In this article, we will look into
various properties of music and its
performance strategies. We will

of a market product than a fine art.
Instead of classical music' or the folk
musical traditions of our cultural

briefly describe the objectives of
music and shall see as to how far we
have been able to achieve them.
Finally, we will deal with the practical
aspects of it and look into stage
performance of music. We shall
suggest some of good practices,
which can make a stage performance
more attractive and successful.

In the present era of technological
innovation, music has become more

heritage, we have become more
inclined to the popular music or the
pop music — the short name for the

same. Indian pop music has
influenced the music industry so
much that now-a-days, other

traditions like the folk music, classical
music etc., are rapidly fading out from
the general discourse. However, we
shall not look into performances of
popular music. In this article, we shall
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limit our discourse to classical and
semi-classical music presentations.
Introduction:

Music is a fine art. Therefore, it has
the capacity to generate the feeling of
beauty. The beauty of ideas, the
beauty of feelings, the beauty of
Mother Nature and above all, the
realization of the omnipresent God
through the realization of beauty. The
philosophy of "Satyam Shivam
Sundaram™ expresses the importance
of purity and pleasure in all the fine
arts. When we talk of music, nobody
can claim to disagree from the fact
that it has the capacity to give pleasure
even in the adverse conditions like
trouble and tensions. It is this
speciality of music, which is very
important. In other arts, we have to
concentrate our minds first in order to
appreciate them. On the contrary, as
far as the art of music is concerned, as
a musical sound is perceived through
our ears, our mind is diverted towards
the sound itself. We do not have to
make an extra effort in order to
appreciate the pleasure inculcated
through the perception of amazing
and pleasing tones. That is why,
music is liked by almost all the men
and women of different ages, classes,
social backgrounds etc. why the
human beings only! It is taken in good
taste by animals also.

Objectives of Music:

Music is said to have two broad

objectives. The first and foremost
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objective of music is to entertain the
audiences. All fine arts do this.
However, music sometimes is used as
a hobby. The practitioner of
music performs it for his/her own self.
So the second objective is self-
satisfaction. Another faculty of music
is concentration of mind. And through
this concentration, we can raise the
mental level higher and higher to
achieve spiritual growth.

Ahobal' in ‘Sangeet Parijat’ has
described two basic aims of music.
One, Jan Ranjan or entertainment and
two, Bhava Bhanjan, that is, spiritual
growth.

In this article, our objective is to
look into entertainment aspects of
music.

Basic aim of music is to spread
pleasure through it. When an artist of
music performs before an audience,
his/her only objective happens to be to
give joy to those who have gathered to
watch the performance. Therefore it is
very important to analyse elements of
a good performance.

Music comes amongst the dynamic
arts.l It is a performing art also. It is
dynamic because it is time-bound. All
musical compositions, vocal or
instrumental, are bound in a time-
frame. No musical composition is free
from time. That means that one has to
give a certain amount of time to listen
to any type of music. Music does not
come before the audience in one
stroke. It takes time to present the
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composition note by note. In the art-
forms like painting, sculptures etc, the
artists first complete the pieces of arts,
give them the final touch, and then
present their masterpieces before the
viewers to appreciate them. We can
go through these pieces in one glance.
We can view them again and again.
But in the case of music and the
literature, it is not possible. If we are
watching a play, the play will unfold
itself action by action and dialogue by
dialogue. Similarly while listening to
a musical composition; we will listen
to it note by note and not at once. In
the live performances, it is not
possible for an audience that he/she
listens to a piece of his/her choice
again and again at will. That is why
music is said to be a dynamic art.
What is music performance?

First let us look as to what is the
meaning of music performance.
According to Encyclopedia
Britannica, the following definition is
given: musical performance is a step
in the musical process during which
musical ideas are realized and
transmitted to a listener. In Western
music,  performance is  most
commonly viewed as an interpretive
art, though it is not always merely
that. Performers to some degree
determine aspects of any music they
play. Issues of tempo, phrasing,
dynamics, and, in some types of
music, pitches and instrumentation
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are subject to a
discretion.

The pleasure people derive from
sounds has always been closely
related to the pleasure they derive
from making the sounds themselves,
it is difficult to conceive of the origin
of music as separate from an act of
musical performance. Models for the
establishment of rhythm may be
found in heartbeat and breathing, and
in the inflections of speech and cries
of grief, pleasure, and desires are
found the source of what became
song.lV

In the light above definition, now
let us infer the same regarding Indian

performer’s

music. Stage performances are
basically better known as music
concerts. However, stage

performance infers the full meaning.
Hence, all those issues which are
discussed herein, are also correct with
regards to music concerts.
Components of a
performance:

The first and foremost component
of music performance is the performer
itself. Without the musician, no
performance can take place. That is
why, it is important to keep in mind
importance of the performer. The
artist who wishes to perform before an
audience, should be well-versed with
art of music. A lot of rigorous music
practice is required to become a
performer. Not only practice, the
musician should also attend music

music
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performances in order to get updates

on latest trends regarding music

performance norms.

The second integral part of music
performances is the audience without
whom no performance is possible. We
can divide audiences in different
categories. Some of those who come
to attend a performance are just music
lovers, some have a little knowledge
of the art, maybe, some of the artist
also attend the performance.

According to the taste of the
audience, we will divide them in three
broad categories:

A. Those who have gathered just for
fun,

B. Those who have basic knowledge
of music and hence can
appreciate it,

C. Those who pursue music as a

career and hence are called
artists.
First category refers to the

indifferent audience. They have just
come to pass their time and may
create problems. Unnecessary praises,
cheering  without any reason,
gossiping, sometimes hooting by such
audience may create hurdles for the
artist as well as the organizers.
Second category can be called as
appreciators of music. They would
enjoy a good performance and will
respond with cheers and clapping as
the artist accomplishes some difficult
phrase with ease and perfection. This
category is most suitable for a
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performance. Appreciators enjoy the
music. They really mean to attend the
performance and enjoy it and not just
hang on.

Third category is of the artists.
Avrtists will expect the performer to
present flawlessly. Any error or
slackness on performer’s part will be
taunted or queer reactions will be
expressed upon it. So the performer
should be ready for such criticism.
The criticism and appreciation both
should be taken asparts of
performance and he/she should not
lose composer on hooting or queer
reaction. Such reactions of the
audience should be taken positively.

In fact, most of the critiques tell
that classical music is not for the
masses. It is for special classes of
individuals who have a basic
understanding of music. We should
keep this fact while inviting the
audiences for the performance.

The third component of the
performance is the wvenue of
performance. If audience do not get a
comfortable wvenue to enjoy the
performances, mentally, they will
hardly concentrate upon art and the
artist. In such a situation, neither
would it be in favour of artist nor any
pleasing experiences would rejoice
the audiences. Hence, it is imperative
for the event managers to arrange for
a comfortable venue for the
performance. It should be free of
unnecessary external notices and
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should give a peaceful environment to
both the viewers and the artists. Most
of the auditoriums these days are air-
conditions and thus free from harsh
weather.

Another thing that we should keep
in mind while fixing the venue that
sufficient space for expected viewers
should be available. Otherwise,
undesired situations may arise which
will spoil the whole performance.

After these three basic factors, now
comes the issue of proper sound
system. The system must be tested
beforehand and after complete
satisfaction, one should go further.
Sometimes, performance venues do
not have a good sound system
installed. In this case, decision should
be taken to book other system
externally instead of compromising
with sound quality.

Now some technical aspects. First
thing is the judicious use of
microphones.’ Music students should
be trained for proper use of sound
system, especially, of microphones.
As we are aware, in music medium of
expression is sound. Voice of the
performer as well as accompanying
musical instruments should reach the
audience without any interruption.
For this a sound system is required.
But sound system gets the voice from
the artists. Unless microphone
properly gets the voice, it cannot
convey the same to the audience.
Secondly, the balance of sound
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between the artist and accompanying

artists should also be properly
maintained. If the voice of
accompanying  instruments  gets

louder than that of the performer, it
will badly hamper the performance.
Moreover, amplifiers can amplify the
voice but unless properly balanced,
they can give a bad taste to the
performance. Therefore, a proper
training of basic sound balance should
be given to the musicians.

Another component of a good
performance is the performance itself.
The composure and posture of the
artists should be up to the mark.
Attractive costumes suitable to the
occasion must be chosen. As the
performer begins the recital, he/she
should give a brief introduction of
what is going to be presented and also
of accompanying artists. Between the
performance, face expressions play a
vital role. Maintain your composure
while presenting some difficult Taan.
Your expressions must be in
accordance with what is presented.
Always keep cool and do not react to
any unpleasant gestures from the
audience. Appreciate good ones. Try
to guess the taste of the audience and
accordingly adjust your music.

The  discourse  about  the
performances will remain incomplete
if we do not include dance into it.
Dance"' is one of three basic elements
of music. So it cannot be left out. In
classical dance performances,
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costumes play a major role. Lighting
on the stage is also another avenue
which should be thought over
carefully. Proper lighting gives a good
view. On the contrary, improper light
may spoil all the hard work of the
artists as well as the organizers.
Therefore, a proper and comfortable
lighting should be done.

In dance performances,
microphone is required for only the
accompanying artists. Sometimes, the
performer requires a microphone to
introduce what is going to be
presented. In dance performances, for
the main artist, a cordless mike is
better as the performer may move
right or left while talking to the
audience.  However, most of
traditional dance artists prefer normal
standing microphones.

Finally, let us discuss some simple
but important points. Before the
curtain is raised and performance
begins, all minor settings should be
complete. Tuning of instruments,
balancing of sound, lighting etc
should be fixed before curtain raises.
After the artist comes on the stage and
faces the audience, the performance
should begin immediately. Many a
times, artists tune their instruments
after reaching the stage. Sometimes,
sound balance is checked after curtain
is raised. Such things are not well
taken by the audiences. Minor
adjustments can be done as and when
required. But before the performance
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begins, we should try to properly fix
such adjustments.

Performance is like worship. As a
devotee, artists should concentrate all
the attention on the performance and
the audiences present. They should
take their performances like the
worship of God. In fact, in Bhakti
tradition, we realize the God through
music itself like Meera, Soordas etc
did. Consider audience as living
testimony of performance.
Entertaining and pleasing the artist
should be objective of the
performance. In every performance,
the audience is the talisman. Success
of the performance is dependent upon
the satisfaction and appreciation of
audiences. So nothing must be done
which may annoy them.

Let us be clear that learning is a
continuous process. One learns with
every new experience. Experiences of
the previous performances may
become threshold for a new one.
Thus, components of a performances
keep on changing with time and new
innovations. One must keep on
updating  him/herself with each
performance. Feedbacks should be
like inspirations. Vi
Conclusion:

Music is a dynamic art. Its
dissemination and transfer to next set
of artists is dependent upon how
perfectly an artist performs. It is the
artist who decides the direction of
classical music. Some performers like
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Pt. Ravi Shankar, Zagir Hussein, Pt.
Bhimsen Joshi, Pt. Jasraj, N. Rajam,
Birju Maharaj, and many more have
popularized our music not only in
India but on foreign land too.
Presently, many persons from Europe
and America wish to learn various
forms of Indian music. It is for the
performer who has the duty to
educate, communicate, disseminate,
popularize and thus preserve Indian
music. Role of performer is first and
foremost in educating audiences.
Education through practical
performances is one of the best
methods of conservation of cultural
heritage. Performer also decides the
grammar of music. It is through the
programmes of the artist that we
decide about how a Raga should be
sung or played on instruments. It is
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through the artist that the direction of
the art is decided. Therefore, artist has
greater responsibility to protect,
preserve and disseminate the practical
knowledge to the next generation.
His/her responsibility is important in
preserving the musicological aspects
of the art too.

Success of a performance depends
upon mainly three factors. The artist,
the venue and the audience. These
days, time constraint has become very
important issue. One should try to
complete the performance within the
given slot. Punctuality is the key to
success. Music performances should
begin in time and also end within the
timeframe given to the audience.

If all these things are kept in mind,
the success rate will increase without
any doubt.
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Types of Supplementary Trainings for Dancers
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Abstract: You may or may not be a professional dancer yet, but if you are serious about
becoming one and compete frequently, you are technically an athlete in training. Dancers
and dance teachers should not ignore fitness. Dancer’s lean, muscular bodies, agility and
as they are continuously being on the floor, they are considered physically fit. It is observed
that guides, dancers and dance teachers don’t give importance to fitness or supplementary
training as much as they should give. Even if you are not a professional dancer yet, if you
are practicing it and dedicated to be one, you are actually an athlete in training. You
consider any dance form, dance training has some loops and holes, rehearsals and dancing
sessions are not enough.

Even the best sense of rhythm, meticulous technical training, and perceptive dance intuition
aren't enough to make a dancer truly succeed; focused strength, balance, and flexibility are
also required to perform the movements with power and grace. Conditioning for Dance
improves dance technique and performance by strengthening the body's core (abdominal
and back muscles), improving coordination, balance, and alignment, and increasing
flexibility. Today’s dancers are unhealthy and not aware about their food and fitness needs
as much as they could be. They are not physically fit enough for the demanding routine
made by the choreographers, and running between school or work and their dance sessions,
so it is seen that fitness often gets ignored or side lined.

Key words: Supplementary training, Dancer’s body, types of physical exercise

The methods used for various dance quickness, muscular endurance, but not

movements are insufficient to assist
dancers in preparing for the physically
demanding portion of the performance.
“For any dancer, the physical, as well as
psychological well-being is the base of
their artistic expression.” @

To dance well, a dancer should focus on
all aspects of fitness. “Good fitness
ensures that dancers are less prone to
injuries, can enhance their performance,
and push their physical abilities. All this
helps in prolonging their career and
ensures dancers live a happier, fuller
life.” @

Your dance class can be helpful in
improving certain aspects of your
fitness  levels-  like  flexibility,

all dancer’s bodies are at the same

fitness levels when they begin.

Individual fitness needs of each dancer

vary and must be trained outside of the

classroom.

Reasons- why dancers should focus on

their fitness levels:

1. to be able to last longer on the dance

floor.

to pack a punch in your performance

muscular endurance

better flexibility

Improving  in  neuromuscular

coordination while dancing

6. Your level of fitness can influence
your body fat and muscle
composition.

g wn

69


https://www.on1dancewear.com/blogs/dance-skills-techniques/how-to-build-dance-teacher-career
https://www.on1dancewear.com/blogs/dance-skills-techniques/how-to-build-dance-teacher-career

ISSN-2348-5892

Rest should also be a part of your
training.

“Years ago, it was said that the best
dancers have two talents that set them
ahead of their contemporaries- deep
understanding of expressions, and
physical and psychological prowess to
accomplish it to perfection. A dancer
who can jump higher, balance longer is
not necessarily a better dancer, unless
she is fit to be consistent in the long
run.” ®

A fit dancer is always a better dancer.
What is supplementary training?
Supplemental exercises are exercises
that are added to a regular exercise
routine to complete a training
programme; they might be in the form
of adding new exercise programmes to
the routine, or they can be a person's
standard, unchanging, and frequently
automatic training programme.

Supplementary activities for novices,
such as stretching and callisthenics, are
required to prepare and acclimate the
body for any activity. Dancers that
participate in Cross training
programmes do so in order to improve
their performance in their chosen dance
forms.

Supplementary training is a broad
term that encompasses a range of fitness
and conditioning needs. The word
‘supplementary’  infers  additional
training in order to enhance the existing
training.

Core exercises improve your balance
and stability and train the muscles in
your pelvis, lower back, hips and
abdomen to work in harmony. This
leads to better balance and stability,
whether on the stage or in daily
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activities, and that is why it is very
important for Bharatanatyam dancers to
work on core muscles.

Your core stabilizes your body,
allowing you to move in any direction,
even on the bumpiest terrain, or stand in
one spot without losing your balance.
Viewed this way, core exercises can
lessen your risk of falling.

As Claire Calvert, dancer with The
Royal Ballet says “Doing squats doesn’t
help me do 32 fouettés[1] because I still
have to practice the steps. But with that
new base of strength and confidence, |
feel more present in the performance,
which means | can focus better on the
story or the character.” (The Red
Bulletin, 2019). It is therefore not a
substitute for dance class, but a very
important addition.” ¥

There are seven main fitness and
conditioning needs for the dancers:

e Aerobic fitness — associated with
moderate intensity, longer-duration
activity.

e Anaerobic fitness — associated with
high intensity, maximal, short bursts
of activity.

e Muscular Strength — the ability of
a muscle to produce a maximal force
on one occasion.

e Muscular Power — the explosive
(speed-related) aspect of strength
(e.g. jump or leg swing).

e Muscular endurance — the ability
of a muscle to produce continuous
strength (e.g. hold a plank position
or develop) or repetitive power
actions (e.g. repeated jumps or leg
Kicks).

¢ Flexibility — the range of motion
available at a joint, including the
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‘stretchiness’ of the muscle(s)
around that joint.

e Neuromuscular coordination -
required for all of the above, but also
associated with balance, agility,
coordination and skill. (See Irvine,
Redding & Rafferty, 2011).

It is not possible to practice each and
every form of exercise listed above, but
being aware of your own body and its
fitness needs, you can plan your
sessions to work out and use
supplementary training to improve your
performance and reduce the risk of an
injury.

Pilates:

Pilates is a low-impact exercise that
improves your balance, core strength,
mobility, flexibility, and even your
mood through regulated movements. It
concentrates on the smaller and deeper
muscles that support and improve your
overall health.

“Pilates involves low impact flexibility,
stability, and endurance movements. It
focuses on core and muscle strength,
along with postural alignment.” ©
“Since the 1920’s dancers have
subjectively reported the benefits of
engaging in the Pilates method
alongside their dance training. In recent
years scientific research has also started
to evidence these benefits. Studies have
shown that Pilates can help to improve
alignment, flexibility and muscular
strength in dancers, and due to its focus
on fluid and controlled movement it is
often a natural choice for dancers. More
hypermobile or flexible dancers might
wish to choose Pilates-based exercise in
order to encourage greater strength and
control.” ©
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Yoga:

Yoga is a technique that aids in the
control of one's mind, body, and
soul. It combines physical and
mental disciplines to achieve a
serene body and mind; it aids in
stress management and relaxation.
It also aids in the development of
flexibility, muscle strength, and
overall body tone.

“There is little scientific research to
support the benefits of yoga in
dance  specifically, however
dancers do tend to naturally choose
yoga as a form of supplementary
training. An unpublished study
reported improvements in hip
flexion range of motion after a
four-week intervention and
suggested that yoga can offer
additional educational benefits.
Dancers who are naturally less
flexible may  benefit from
practicing yoga due to its focus on
dynamic stretching. Previous or
existing  injuries  should be
??nsidered before attending class.”
7

Power Yoga: Power Yoga, which
originated in India, has been
incorporated into many fitness
routines around the world. It has
numerous health and fitness
benefits and is an excellent way to
stay fit and healthy.

What exactly is Power Yoga?
Power yoga, which is based on
Ashtanga Yoga, is a brisk workout
that resembles an aerobic workout.
There are numerous advantages to
practicing power yoga every day,
including  improved  posture,


https://www.iadms.org/page/303
https://www.iadms.org/page/303
https://www.healthline.com/health/fitness-exercise/pilates-vs-yoga
http://www.iadms.org/blogpost/1177934/231658/Pilates-A-natural-choice-for-dancers

ISSN-2348-5892

physical strength, and balance. It is
fast-paced and emphasizes the flow
from one posture to the next rather
than each posture individually. It
helps to,

e Boosts Immunity

Improves Quality of Sleep
Aids In Hormone Regulation
Builds Muscle

Improves Capacity Of Lungs
Improves Posture

Aerobic and endurance training:
Endurance exercise, often known
as aerobic exercise, comprises
activities like walking, jogging,
swimming, biking, and jumping
rope that increase your breathing
and heart rate. Endurance exercise
increases your overall fitness and
keeps your heart, lungs, and
circulatory system healthy. As a
result, those who engage in the
appropriate amount of physical
activity on aregular basis can lower
their chance of developing diseases
including diabetes, heart disease,
and stroke.

Dancers must have good aerobic
power in order to dance for longer
periods of time and at lower heart
rates before becoming fatigued.
Additional cardiovascular training
such as running or swimming can
be useful. Running is a cheap and
effective way of  training
aerobically but if you are
recovering from an injury and want
to avoid running, swimming is a
great alternative.

Zumba;
Zumba is a workout programme
that incorporates dancing
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exercises  with  Latin  and
international  music.  Interval

training — alternating rapid and
slow beats — is used into Zumba
routines to  help  improve
cardiovascular fitness.
Zumba is an aerobic activity that can
contribute to the amount of aerobic
activity suggested by the Department of
Health and Human Services for most
healthy persons.
Aerobic exercise can help you stay
healthy, lose weight, strengthen your
heart, and improve your mood. If you
enjoy Zumba, you're more likely to do
it on a regular basis and get the benefits
of its cardio benefits.
For a high energy workout, try Zumba.
“It features aerobics and dance moves
performed to Latin American music.
Since Zumba involves the entire body,
you’ll get a great full body workout.
This helps tone muscles and improve
endurance.” ©
e Step aerobics:
Step aerobics is a workout that
combines upbeat music,
choreographed moves, and a raised
platform. As you explore dance-
inspired exercise, here’s what you
can do to become more active:
e Appreciate how your body can
perform a routine.
e Recognize how dancing makes you
feel.
e Notice positive changes in your
mood, energy, and endurance.
e Honour the experience of learning
something new.
e Plyometric training:
It is critical for dancers to have leg
power for both jumping and
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travelling sequences. Plyometric
training, also known as jump
training, aims to increase power
(speed and strength) by
incorporating exercises that require
the muscles to exert maximum force
in short bursts of time. According to
one study, such training improved
subjective measures of dancers'
jumping, such as height, ability to
point feet, and overall jump ability
as assessed by experienced dance
faculty members. Again, before
beginning  plyometric  training,
consider your injury history and
workload. Some dancers are
concerned that working on strength
in this manner will result in the
development of "bulky muscles”
and a loss of aesthetic quality. There
is little evidence to back up this
claim, and the benefits of plyometric
training appear to outweigh the
potential drawbacks.
The additional stress placed on the
body as a result of supplementary
training can result in temporary
fatigue. Allow at least two weeks
between the end of training and any
scheduled performance periods.
Andrea Kozai (2012) provides the
following recommendations for
strength and power-based exercises:
Andrea Kozai (2012) provides the
following recommendations for
strength and power-based
exercises:If the dancer has
difficulty with slower movements,
they may lack strength. If they
need work on moving more
quickly, they should train for
power.

Types of Supplementary Trainings for Dancers:

Sangitika

e Strength-building exercises can be
included by pairing dancers up and
asking them to provide manual
resistance for each other.

e Plyometric-type (jump training)
exercises can be incorporated into
class by asking dancers to
complete several functional jumps
in  sequence, focusing on
explosiveness instead of
technique. However, be cautious
when using these techniques with
inexperienced dancers. Explosive
movements must be integrated
gradually to allow the muscles to
adapt to the high forces they
produce.

In summary:

Know your body, its needs, focus on
your food habits, dance more, explore
different areas (for guidance refer to the
bibliography and references). You can
choose any one exercise along with
your dance training for a particular time
or you can go for 2 or 3 types of exercise
in a month, it can be aerobics for twice
a week, swimming for once a week and
Pilates for once a week, but remember
the capacity of your body, as rest is
equally important when it comes to
physical training.

Dancers with enough strength and
flexibility can avoid injury. When
working on the upper body, proper
mechanics are critical to avoid injury.
Conditioning entails understanding how
the body responds to energy and force.
Adolescent dancers are particularly
vulnerable since they do not always
focus on conditioning. They frequently
lack the core strength needed to stay in
appropriate alignment. Young dancers
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go through considerable physical
changes as they become older, which is
ironic. Muscles and bones do not grow
at the same pace throughout growth
spurts, which can result in joint
instability, functional strength loss, and
diminished proprioceptive awareness
(knowledge of limb location), putting
young dancers at risk for back injuries.

References:
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Conditioning is the most effective
technique to manage the physical and
mental demands of your chosen dance
style while also improving your
performance abilities. You can reach
your maximum physical and artistic
potential by releasing your buried
strength.
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Importance of Asthai — Antara in Gwalior Gharana with
respect to its training and performance
Sanika GoregaonkKar,
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Abstract

Khyal is an important musical form of Hindustani Classical Music. Khyal as
a word means imagination. It comprises of short poetry of two lines and artist
has freedom to improvise on it within the frame of Raag and Taal. Those two
lines called as Asthai — Antara, are the core subject of this study.

This research includes historical study and architectural basis of Asthai —
Antara. There are various lineages following specific styles of Khyal singing
known as Gharana. Gwalior Gharana is the earliest in which Khyal was
raised as a complete crystallized musical form. This paper also gives unique
aspect that how Asthai — Antara is emphasized during the training of this

Gharana that results into the proficient performance
Keywords: Khyal, Gwalior Gharana, Taaleem, performance, Raagang.

Considering musical history of India
from medieval to modern period, Khyal

is an important musical form of
Hindustani Classical Music. Before
Khyal, another musical form was

famous, the Dhrupad. During the reign
of, Mohammad Shah 11 (1719CE - 1748
CE) of Delhi Sultanate, Sadarang (1702
CE - 1748 CE) was his court musician.
His real name was Nyamat Khan.
Sadarang was a Beenkar and talented
Dhrupadiya. A Dhrupad is made up of
four lyrical parts called as Asthai,
Antara,  Sanchari and  Abhog
respectively. Those four verses were
called as ‘Tuk’ in earlier period. ‘S
GHEHY T AT wwTET ‘g’ 3R T e, Due to
some limitations of performing style,
Sadarang changed the poetry by making
Shringar Ras as a prominent subject of

1 Shyamrao Kulkarni, Gwalher Gharana: Raagvidyechi
Gangotri (Pune: Rajhauns Prakashan, 2003), 7.

it. His thought for changing the style
became important. He then composed
hundreds of Khyal of Dhrupad Ang.
Sadarang may have considered only
two verses to compose a Khyal to avoid
repetitions but the improvisation area of
Khyal didn’t affect much by deducting
third and fourth verse. This is because,
the apt use of Poorvang and Uttarang
can be seen in his Asthai — Antara.
Hence singing style of only Asthai —
Antara became a distinct Geet — Prakar
eventually. Earlier, Khyal was famously
known as Mundi Dhrupad. Later it
became famous as ‘Khyal’ meaning
thoughtful imagination. Needless to
say, the Khyal Gayaki is a result of
Sadarang’s artistic creativity and
imagination. There are different
opinions about the inventor of Khyal
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but Sadarang’s contribution and the
extent to which the Khyal became
popular is remarkable. ‘“Ferw & wewT=R
FET IS 6 AATFRT AT A 3=
e ved STfT 4 ®e 7.2 Like an answer
on the flaws in Dhrupad, Khyal was a
thoughtful alternate. Such Khyal had an
inspiration from Dhrupad, the word
‘Asthai — Antara’ also has its roots in
Dhrupad Gayaki. “emer # & urg ‘eorft” si
ST B I A TAA-THE ST HNCTL AT AT
s e A,

Yet, some of the Khyal have third or
fourth verse that are, Sanchari and
Abhog. But the Gayaki of the Khyal
remains same altogether. Their purpose
remains the same like Antara. Pt
Bhatkhande explains as “guerien  wamamh
T WfW STEA. TG ageT STl 9 SfAU o aMw
UNT 3G, Hio Hoff Fafua fww s arE @
T, WY N SR SaEE .

Today, Khyal is the pillar of

Hindustani Classical Music. But what
does this Khyal comprise of? What is its
actual architecture?
Architecture of Khyal — the Asthai —
Antara: Considering two verses of
Khyal - Asthai and Antara, also
collectively called as the Bandish, is
composed within the frame of Raag and
Taal. Asthai — Antara is nothing but the
composition of three basic elements
Laya, Swar and Shabda.

Laya is a continuous pulse. The Laya
element has its three phases Vilambit,
Madhya and Drut. Drut Laya is
considered approximately double of the

2 Kulkarni, Gwalher Gharana: Raagvidyechi Gangotri, 7.
3 Aacharya Brihaspati, “Musalman, Ghazal, Qawwali
aur Khyal,” Sangeet, (1977): 61.

Madhya Laya and Vilambit Laya,
approximately half of the Madhya Laya.
Theka is a derivative of Laya. Theka is
a rhythmic architecture of Asthai —
Antara. Theka gives a time-frame to
Asthai — Antara. There are various
Theka in which Asthai — Antara are
composed. Asthai — Antara which are
composed in Vilambit and Madhya
Laya of Theka are sung as Bada Khyal
whereas those in Madhya and Drut Laya
of Theka are sung as Chhota Khyal.

Swar are nothing but frequencies of
sound, collectively used in any Raag.
Raag contains a set of Swar and their
specific melodic movement is called
Dhun or Chalan. Asthai — Antara is
based on the melodic composition of
such Raag.

Shabda means words which typically
belong from North Indian languages
such as Braj, Avadhi, Bhojpuri, Punjabi
and many more. They have their own
dictions. These Shabda collectively
build a meaningful sentence, used as
verses of Asthai- Antara.

All three elements are combined to
compose Asthai — Antara or the
Bandish, capable of creating an
enjoyable sentiment. They have
beautiful relationship among them.
Combining all these basic elements
with  artistic  creativity,  mutual
relationship and wisdom forms a well-
balanced, beautiful composition, the
Asthai — Antara. Such Asthai — Antara
becomes meaningful with all its
sentiments.

4 Vishnu Narayan Bhatkhande, Hindustani Sangeet
Paddhati: Bhag Pahila (Mumbai: Popular Prakashan,
2016), 48.
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Looking into the history, the process
of crystallization of Khyal Gayaki and
establishment of Gwalior Gharana
happened at the same time (1800 CE —
1840 CE). There is a huge contribution
of Gwalior Gharana artists for making
the comprehensive musical
construction of Khyal and its all —
inclusive Ashtang Pradhan Gayaki.
Importance of Asthai — Antara in
Gwalior Gharana:

e Training:

I)Preservation and expansion of
knowledge: From yesteryears Indian
knowledge system is based on the
oral tradition. The learning process
of Hindustani Classical Music is
based on Guru -  Shishya
Parampara, the oral tradition, which
symbolizes a succession of mentor
and disciples. Such training follows
discipline, specific style which
results to form an expertise within
generations of Guru — Shishya, also
called as Gharana. Along with the
preservation of earlier art, musicians
belonging to Gharana developed
and expanded their art by their extra-
ordinary creativity.

Holding the legacy of Sadarang —
Adarang, Gwalior is the first
Gharana and hence called as
Gangotri of all Gharana of
Hindustani Classical music. As said
by Pt. Sharad Sathe, ‘“aesthetic
presentation of Khyal composed by
Sadarang and Adarang has been the
specialty of Gwalior Gharana”.
Gwalior Gharana is famously
known for the legacy of thousands
of Paramparik Bandish (traditional
Khyal) in each Raag and Taal. In the

89

old days, the importance of Asthai —
Antara in Gwalior Gharana was
highly prominent in such a way that
earlier artists of Gwalior Gharana
used to declare before their
performance as “I am going to sing
‘this’ Bandish which is composed in
‘this’ Raag.” Clearly their first
emphasis was on the Bandish that is,
Asthai - Antara and their
compositional structure. Raag was
their next entity to consider. This
denotes significance of Asthai —
Antara in Gwalior Gharana.

Practice of Asthai — Antara is the
basic custom for any learner in
Gwalior Gharana. It is a duty of
Guru to conduct such rigorous
practice of Shishya. Asthai — Antara
is taught with minute details and
accuracy of Raagang, Shabda, Laya,
Ras and Bhav. The progress of
Shishya is critically invigilated and
rectified till the rendition of Asthai —
Antara becomes exactly the same as
of the Guru. Regarding this, there is
an important reference received
from Pt. Vidyadhar Vyas. Before the
independence of India, there was a
tradition of celebrating Holi in
Karachi of Sindh Prant named ‘Holi
Ka Handa’. There used to happen a
music festival and many seniors,
acclaimed artists, musicians were
used to be invited. On such
occasion, four eminent artists of
Gwalior Gharana were invited, Pt.
Omkarnath Thakur, Pt. Narayanrao
Vyas, Pt. Vinayakrao Patwardhan
and Pt. Vamanrao Padhye. All of
them were disciples of Pt. Vishnu
Digambar Paluskar. There were
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individual concerts of these artists.
But someone asked them — “All of
you belong to the same tradition and
you are disciples of the same Guru
Pt. V. D. Paluskar, we would love to
listen you at the same time like
Jugalbandi.” Everyone welcomed
this idea and these four artists
acceded to the request. The quartet
started to sing Bandish and what a
surprise! It was marvellous to listen
all four artists singing Asthai —
Antara identically. This was clearly
due to the teaching of their Guru and
his similar way to teach all of them.
Later, everyone improvised the
Bandish individually in suitable
manner; by their style, tone of voice,
extempore. But the Asthai — Antara
sung by all artists was just alike.
This incidence shows how Gwalior
Gharana artists had a vision to maintain
the treasure of Bandish and efforts taken
by them for it. “s& =wm # arefir 23 & wor off
fafire of| 5@ =wH & & e fR W A gt
dfewr MA 9 d S qur s oft T 2 o™
Yet, there are also some changes
adopted in this art over such a long
period. Tracing these changes is a
difficult task as it was an oral
tradition. Ultimately these changes
are considered as wise expansion of
an art. After gaining Taaleem, some
artists take wise liberty to make
changes  suitable to  their
performance. But this liberty is
taken only after digesting the
discipline of said Taaleem. There

5 Balasaheb Poochhwale and Prabhakar Gohadkar,
Pandit Rajabhaiyya Poochhwale - Swaraang Darshan
(Gwalior: Ravindra Sangeet Mahavidyalaya, 1999), 14.
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are some examples given by Pt.
Sharad Sathe about the
performances of two artists who
have sung the same Asthai —
Antara. He explained it to
understand changes in Gayaki. First
was the recording of Raag Darbari
Kanada by Pt. Krishnarao Shankar
Pandit with its famous Bada Khyal
‘Suhagan Chaulera’. Second artist
was Pt. Sharadchandra Arolkar,
singing the same Khyal but using
three  Aavartan. Because he
emphasized on its Nyas, extensions
and elaborations. Second example
he explained was about the Bandish
‘Madhuva Bhar Lade’ in Raag
Darbari Kanada. Pt. Sharadchandra
Arolkar have sung its Sam on
Rishabh Swar but Pt. Gajananbuwa
Joshi have sung it on Komal
Gandhar Swar. Clearly these
examples give an illustration about
apt changes in Gayaki.

I1) Study of Raagang according to the
Bandish: The Asthai - Antara is
considered as a sign of any Raag.
The flow of ‘Raag Chalan’ is
found in the traditional Asthai —
Antara and it is followed. There
are numerous Raag and some of
them are so rare such that they are
hardly sung nowadays. Sometimes
it becomes difficult to find the
Chalan of that Raag. But one
traditional Bandish in such Raag
gives a path towards its Chalan.
E.g., Bageshree Kanada is a
signature Raag of this Gharana. It
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is taught to analyze the Raag

Chalan, Poorvang-Uttarang,

various Ang like Meend, Gamak,

Aandolan, Khatka used within the

traditional Bandish ‘Dil Nahi

Lagada’ as follows:

e Dil Nahi: The mukhada of
Asthai

e Lagda ve Miya Amalgamation
of two Rag ang, Bagesree, and
Kanada with Meend

e Tussanu Ek to Jeeve
Bagesree Ang with Gamak

e Tum Bin:: Bagesree Ang with
Khatka

e Dil Nahi Lagda: Change in
Mukhada by using Kanada

Ang
Compelling performance: The
rigorous Taaleem and Tayari of

Asthai — Antara is noticed in the actual
performance of an artist. An
interesting reference was found about
a spellbound performance by Pt.
Rajabhaiya Poochhwale. It explains
how effective and attractive Asthai —
Antara he must have sung and its
impact on listeners. He had sung the
signature  Bandish of  Gwalior
Gharana - ‘Chameli Phooli Champa’
in Raag Hameer. ‘“ewsrfm @fa

AT GEEd % dcaeed § g 1947 #
T B o ofew wndm w@ifid ufwe #

TeTdEAT R W@ % o€ UheR Qe

Fell WU FEER @ A MR ®W W I
TTE § UHeH FMaAr B1 | ARt SER wwt
T MR qEG R S W WA W TER
@ foeeft @ e T W AWrRE ARl @

6 Sumati Mutatkar, “Saurabh Kan,” in Pandit Rajabhaiyya
Poochhwale — Swaraang Darshan (Gwalior: Ravindra Sangeet
Mahavidyalaya, 1999).
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This incidence highlights his skillful
and remarkable presentation. What
are the potential reasons of his
effective performance? The answer is
Taaleem, Tayari and expertise of
rendering Asthai — Antara. Here are
some common points which underline
the effect of such Taaleem. They are
also observed in the performances of
other artists of this Gharana.
Singing the Asthai twice or Asthai-
Antara both at the beginning: After
giving a short introduction of chosen
Raag through initial Swar Vistar,
singing of the Bandish starts. Theka
is accompanied right from the first
Sam of the Asthai. The initial
Aavartan is so important to establish
the composition of Asthai — Antara.
Asthai is sung in the first Aavartan
and it is repeated again in second
Aavartan of the Theka. Such
polished rendering symbolizes the

beauty of Asthai, Gharana’s
discipline, years of rigorous
Taaleem spent on learning and
artist’s confidence. There is a

custom to sing Asthai twice or both
Asthai-Antara at the beginning. It
makes the performance catchy and

noteworthy  right  from  the
beginning.
. Role of Mukhada: ‘Mukhada’

means face. The earlier part of
Asthai — Antara before attaining the
Sam is called as Mukhada.
Improvisation is done in the space
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between each Sam and the start
point of the Mukhada. This space is
decorated using Aalap or Bol-Aalap
of that Raag. Each Aalap is followed
by Mukhada again to attain the Sam.
The same Mukhada is sung till the
Raag Swaroop is established by
Aalap. After establishing Raag
Swaroop, liberty of changing
Mukhada can be taken provided that
the place and order to perform such
method is much later in the overall
performance. Aesthetics like
Layakari, change in Chalan are also
used while changing the Mukhada.
Sam: It is observed that the Sam of
any Asthai — Antara is maintained
on the same Swar like the
composition, although the
Mukhada can be changed. Each
Aavartan is carved beautifully by
Raag Aalap without any repetition
and variety of Mukhada is woven
with it such that both get merged.
The process ends by attaining Sam
on the same Swar, which is
expressed with the confidence and
beauty.
Arrangement and improvisation
according to the Bandish: Gwalior
Gharana’s artists advance the
Raag with their extempore similar
to the architecture of Asthai —
Antara. For this purpose, Asthai-
Antara is analyzed thoroughly to
find the way of its improvisation.
The compositional beauty of any
‘Gharanedar Bandish’ (Gharana’s
traditional composition) is always
perceived in appearance of its

7 Poochhwale and Gohadkar, Pandit Rajabhaiyya
Poochhwale - Swaraang Darshan, 14.

Gayaki. “mee ® wRw w@ € yewa
Tt i s W ®T ¥ MW O wer
“eiferE WA % TEE AW R | TR
et U TH % ugE 3@ W @ ST
e fffd @ &, 3 § ¥ & «fw F
ST ¥ T H ded U TR YRY Bl B
| sfewr & orgew, 3@ SVREE T STTeTd
g [”7. This is why the structure of
Asthai — Antara is so important in
Gwalior Gharana.

V. To understand the way of
improvisation and its relation with
Bandish, Pt. Kumar Gandharva
has given apt demonstration of
various Bandish like ‘Garava
Maisan Lagi’, ‘Tumisan Lagi’ and
‘Ja Ja Re’ in Raag Todi. He says
“UU TH SARIE USRS SO
FEE?.. WA qHA S wifest  sifaefiear

eI, . A0 UMl e, d TET T
Y IR, W Sfew wen nRe? siems

T ITETeAT qe WiedT T, ST Hiedr
ST IR, O T sfesfier SuEn AR e
W AEL.. O T e fEEer A, 3
I AR, d a_A 9 ¥ U vd.” His
thought to assume the Raag as an
abstract entity is unique. Bandish
gives various angles to analyse the
Raag.

These are some of the unique features
noted by observational methods
regarding Asthai — Antara. Asthai —
Antara is a backbone of this musical
form and these features drive to think
about it.
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Importance of Asthai —
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Antara in Gwalior Gharana with respect to its training and performance

3. Asthai — Antara gives a way to

Conclusion: extempore and creativity. It is a key

1. Khyal as a word means imagination. to implement suitable
It comprises a short poetry of two improvisational methods in the
lines composed with Raag and Taal performance.
called as Asthai — Antara. Rendition This study initiates the thought
of Asthai — Antara plays a vital role process towards the core Gayaki of
in the Khyal Gayaki. The word Gwalior Gharana. Various features
Asthai — Antara is inherited from of this Gayaki are noted to study on.
Dhrupad. Minute features of Asthai — Antara

2. Training of Asthai — Antara is a like Poorvang — Uttarang, role of the
custom in ‘Gharanedar Taaleem’ of Sanchari - Abhog, role of
Gwalior Gharana. It is mandatory in languages, Grammar of Raag,
the learning phase. This Taaleem Theka and its Layakari are noted to
gets highlighted in the performance further this study.
of artists.
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Abstract: Hindustani music in its entirety is made up of iconic depictions
constituting cultural and musical references. This research article takes into
account Charles S. Peirce’s study of Hypoicons (which are true representations
of icons), puts it into the reference of icons in Hindustani music and its
subsequent application in musical images, diagrams and metaphors.
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Introduction

How does a musical sign refer to its
dynamical object? The subject is
organised according to the triad of icon,
index and symbol. But the modes of
reference in music require a more
specific categorisation. The usage of
internal divisions in the concept of
iconic signs or hypoicons, (given by
Peirce), seems appropriate. In musical
semiotics, there is a general tendency to
divide dynamic objects into musical and
non-musical, and the class of non-
musical objects is indefinite. The notion
of icon, though simple, has far-reaching
significance. According to Ransdell, an
iconic sign (hypoicon) is anything that
can function as a sign in virtue of its
embodiment of some icon-proper;
everything is a potential iconic sign.

Music has a special autonomous
property. Musical signification through
semiotic means can initially be
achieved by material, acoustic features.
This generates icons. Hence, musical
autonomy can well be understood as the
action of the icon. The object of a
musical sign is firstly concerned with
the sound quality. Music can represent
something beyond its materiality. A
musical sign could just include sound

qualities, which seems enough to give
rise to a musical interpretant. Further, a
musical sign does not lack musical
status or empirical meaning if its
interpretant relates only to the sound
qualities.

In Hindustani music, one does not
need to know the cultural, aesthetical
and structural meaning of a particular
bandish for them to enjoy that particular
performance. Musical semiosis takes
place quite naturally and often without
particular classical knowledge. One
may similarly enjoy, music of cultures
that is unknown to them. It will still
always be music, albeit it might seem
like surface listening. To be able to
listen to music with pure acoustic
qualities and a pure flow of sound
requires high mental availability and
unbiasedness. All musical signs are
icons, thus their acoustic qualities are
enough for the accomplishment of
musical meaning and semiosis.

There are many genres in Hindustani
music like dhrupad, khayal, thumri,
dadra, tappa, tarana, etc. These can be
listened to as pure music. But in India,
the musical signs are saturated with
multiple meanings and significations at
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all levels. This leads to the manifold
interpretations in the listener’s mind,
which generally speaking is not prone to
semiosis at the icon level. Nonetheless
one can still find quite interesting
instances throughout the history of
music in India.

Vedic rituals introduce many modes
of semiosis. Dattila wrote about
absolute/pure  music, without much
concern with musical structures. Lath
(1988) explains in his book that ‘Pada
in the language is understood as a
meaningful syllable or string of
syllables. But in gandharva, many
strings of syllables were used which had
no meaning: such as ‘dingle’,
‘fhantum’, ‘titijhala’, ‘kucajhala’, etc,
(which are analogous to our nom-
tom).’  The usage of meaningless
syllables in Hindustani vocal music

narrows down the semiotic
interpretation; like in alaap as a form of
pure music, the listener removes

themselves from most of the references
and significations that one particular
raga tries to convey.

In contemporary Hindustani music,
drumming (on the tabla or pakhawaj)
remains the most outstanding form of
pure music. Most solo drumming
focuses mainly on the strokes and hence
the purity of sounds in the instruments.
Then there is development seen in
textures, tala’s metric organisation, its
mathematical order, and variations.
Saxena (1979) in his book speaks about

L LATH, Mukund (1988), Commentary on the Text. In Dattilam.
2 SAXENA, S.K. (1979), The Winged Form: Aesthetical
Essays on Hindustani Rhythm
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the musical purity of drumming: ‘If
rhythm neither represents nor expresses
life-content, how is it at all significant??
He further elaborates about
understanding music on a semiotic
level, as a musical representation,
which signifies the apparent qualities
and forms presented by the artist.
Musical sounds themselves constitute
signs. There is an identity between sign
and object and hence, this is an lIcon
Proper, the purest form  of
representation.
Iconic signs in Music

Icons appear in music in various
composite and assorted forms. Iconicity
is used as an analytical tool and is
divided into (i) pure, (ii) actual and (iii)
hypoicons.®

Hypoicons are very important in
music. Hypoicons or an iconic sign
‘represents its object mainly by its
similarity, no matter what its mode of
being.’* Music across cultures can
represent various phenomena
iconically. It can imitate sounds, can
represent movement and form; in
consequence, asks for detailed
divisions.  According to Peirce,
hypoicons can be formally divided
based on the mode of Firstness in which
they engage or partake; (i)images (ii)
diagrams, and (iiiymetaphors. ‘Those
which partake of simple qualities, or
First Firstness, are images; those which
represent the relations, mainly dyadic,
or so regarded, of the parts of one thing

3 SANTAELLA, Lucia (1989), From Pure Icon to
Metaphor: Six Degress of Iconicity and (1991) Instinct,
Logic, or the logic of instinct? Semiotica 83(%2)
4PEIRCE, Charles S. (1938-1956), 2.276 The Collected
Papers, 8 vols.
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by analogous relations in their own
parts, are diagrams; those which
represent the representative character of
a representamen by representing a
parallelism in something else are
metaphors.”® Images, diagrams and
metaphors can also be regarded as the
first, second and third levels of
hypoicons, respectively.

Musical Images

The most elementary mode of musical
representation is based upon the
acoustical qualities between sign and
object. Musical images always imply a
sound that becomes an iconic sign of
another acoustical form. In India (and
various other cultures), the musical
universe is usually more or less distinct
from the non-musical universe. Iconic
representation (or image) in the non-
musical world will always be a sort of
an ‘imitation’ in terms of their
acoustical qualities when compared
with the musical one. Music images in
Hindustani music include the sounds of
nature (like calls of birds, animals, rain,
thunder) and humans, in different
sociological settings.

Hindustani music exists in images,
usually expressed by chhanda (or
metre), bandish (or poetry), tala (or
rhythm), and raga (or melody). They
vary in their degree of fidelity
concerning the objects to which
referred to, sometimes appearing closer
to a diagram rather than an image.
Musical images are often not taken
seriously in Hindustani music. Tabla
artists often use bayan modulations to

5 PEIRCE, Charles S. (1938-1956), 2.277 The
Collected Papers, 8 vols.
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imitate the sounds of animals, trains,
etc. Yet, an image can still be very
effective in enhancing the listener’s
interpretations when appropriated to the
aesthetic context of the bandish. Let’s
take an example of a Naimat Khan
‘Sadarang’ bandish in raga Megh;

&afoT- Fata] GoT GR-EIR &7/
Ghanana-ghanana ghan ghor-ghor ghan
GR-gN IRSIT 372 &7/
Ghor-ghor garajata aye ghan
3T Hg RN S HGRT /
Aayi ritu barkha bheeje ‘Sadarang’
q&e Teicd gaar/

Pavan chalat purvaiya
Holol-Helal Hel, Helelelololodad /
Sanana-Sanana San, Sananananananana.

In this bandish, the description of
thunder clouds and their movement
during the rainy season has been
poetically put forward. The rumbling
and thunderous sound of the clouds is
being spoken about by the usage of

words like Ghanana-Ghanana (gs<i-

geleT). Ghor-Ghor (81R-81R) represents the
dark and heavy, rain-filled clouds that
seem to be slowly approaching.
Towards the end of the bandish, the
words  sanana-sanana  (Hod-Hele)
express the motion of the monsoon
winds. The repetitions of swara(s) in
certain words also play a major role in
setting up the tone, for example in

purvaiya (gTa'ilT) there is a back and
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forth movement between N and S’;
symbolising the swaying of the wind.
We see that usage of onomatopoeia and
appropriate notation adds to the overall
setting of the rainy season.

There is a whole field of iconic
representations  brought about by
musicians while developing a raga and
a bandish. Themes like thunder and
lightning are expressed through heavy
gamaka(s). Most of the feelings in the
text are embodied through voice and
vocal expression. Vocal flexibility is
immense in Hindustani music, which
just adds to the charm of bandish
poetry.

Musical images do not only concern
natural and sociological events, but
sometimes the mechanical world is also
beautifully expressed by them. For
example, the sounds of a train, or a car
are produced by a Hindustani
percussionist. The patterns and
syllables they use often represent
everyday life’s movements. For
example, the compositions often use
strokes and motifs that are images of the
sounds of a locomotive- dherekete,
dherekete; a train crossing a bridge-
dhinradhin, dhinradhin, etc.
Emulations like these are becoming
quite popular and a standard item in
Indian  percussion  concerts and
performances.

Musical Diagrams

The second form of hypoicons is
diagrams. These are highly flexible
representations and do not resemble the
objects as directly as the images do.

6 Martinez, Jose Luiz (2001), Semiosis in Hindustani
Music
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Diagrams are rather a kind of a
structural analogy. Here, it is not the
similarity of qualities of appearance that
grounds the representation. For
instance, a musical diagram of a river
does not necessarily present the sounds
of running water. The reference is
instead made with the structural
analogy of movements, forms and
shapes; represented by the musical
diagram of a river with melodies
running like the waves of the water.
Waves of the river and the melodic
patterns sway in an isomorphic manner,
showing dynamical configurations.
Hence the dynamical object and the
immediate object of a diagrammatic
sign correspond to each other at varying
lengths.

Musical diagrams are designed to
represent a much wider variety of
objects than musical images. Images
have an onomatopoeic nature which
limits their objects to the same sensory
domain, ultimately they can only refer
to the acoustic features of a
phenomenon. On the other hand,
musical diagrams can act as a referential
point to any aspect of the object under
study.  Martinez  proposes  two
paradigmatic cases of representation in
musical Diagrams: (i) by Movement
Likeness and, (ii) by Formal Likeness.
‘Qualities of movement are present in a
variety of instances in Hindustani
music. Formal likenesses concern the
ideas of speculative music.’®

Some of the semiotic resources
employed in the music of the first and
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early second millennia are still found in
modern Hindustani music. For instance,
a Paran is a type of ancient drumming
art. It was originally developed for the
pakhavaj but later found its way into
tabla as well and made its way into
kathak; the paran makes use of the
iconic signs. Paran(s) are usually
named after gods- Shiva Paran,
Ganesha Paran, Krishna paran, etc.
The following Ganesha paran
composition in teentaal can be taken as
an example;
3TUF 79T 0TIl 15T FE HITeT /
Gan-gan ganpati gaja mukha mangala,
fore- Az fare-fals et- o7 et 95/
Git-gid git-gid thun-thun tat-tat thei
ST 57T 3G+ Jehgvs alA! GIcTT/
Jaya jaga vandana vakratunda dani data
[T 6307 937 0T £11a1e7 €1t/
Vighana harana shubha karana, dhagina
dhage
Dhumakita-dhumakita dhilanga dhadhi
gina thei
Dhumakita-dhumakita dhilanga dhadhi
gina thei
Dhumakita-dhumakita dhilanga dhadhi
gina, thei.
This paran, dedicated to Ganesha
represents the usage of heavy and low
sounding steps of the elephant god (like
git-gid git-gid), with grave and slow
drum strokes. The gait of an elephant in

"PEIRCE, Charles S. (1938-1956), 2.291 The Collected
Papers, 8 vols.
8PEIRCE, Charles S. (1938-1956), 2.277 The Collected
Papers, 8 vols.
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Indian culture is seen as graceful, hence
similar qualities stand with dance and
drumming. The words describing the
god and his appearance are included in
the composition.  Such iconic signs
have similarities with the description of
Ganesha. Musicians expertly convert
these words into drumming sound,
turning it into a sublime musical
diagram.

Thus, iconic representations can refer
to signs that have similarities with the
object. The listener can interpret the
sign in various ways, often with the help
of a musician’s rendition. A musical
sign is engaged in a lattice of
significations which ultimately direct
the direction of the interpretations.
According to Peirce, ‘Icons assert

nothing, even though they are
powerfully  suggestive  representa-
mens.”’

Musical Metaphors

Metaphors constitute the third kind of
hypoicons; according to Peirce,
‘metaphors are iconic signs that
represent the representative character of
a representamen by representing a
parallelism in  something else.’®
Metaphors are hence the outcome of a
double process: ‘(i) the representation
of the representative character of a sign;
and (ii) the interaction of this first
representation with another sign.”®
These processes by occurring in a
variety of different combinations set up
many sub-levels of metaphorical iconic
signs. ‘There are three kinds of

9 MARTINEZ, Jose Luiz (2001), Semiosis in Hindustani Music
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music
and

metaphors ~ relevant  to
Paraphrases, Quotations,
Allegorical references.’*?

A musical paraphrase is a kind of a
metaphor, an initiation of a pre-existing
model in the traditional technique of
music-making; and is unlike an image
or a diagram that predominantly
interacts only with the materiality of the
object. All Indian music is derived from
Guru-shishya parampara; it is passed
from the master to the disciple through
word of mouth by the process of
imitation.

Within ~ Hindustani  music, the
lakshana-geet is an excellent example
of a compositional form that is more
specific to the iconic sign. Lakshana-
geet is a form of Hindustani classical
music that describes the characteristics
of a raga. It presents the main features
of a raga that a student is supposed to
learn for both theoretical and practical
understanding of the music. This form
can be considered as a musical
paraphrase as it represents the proper
raga to which the composition is set but
in a slightly different format, of learning
and training in music. It is therefore also
a representative of  scholarly
musicianship. But lakshana-geet is not
the only form; paraphrasing raga-
sangita also forms a traditional medium
to impart musical knowledge.

Musical quotations constitute the
second type of metaphoric
representation; where a recognisable
fragment of a raga is crafted onto a
composition, resulting in an interaction
of varied meanings. Musical quotations

10 MARTINEZ, Jose Luiz (2001), Semiosis in Hindustani Music
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refer to the individuality of the quoted
work and the character of the
representation is indexical. One can
consider two instances of quotations in
Hindustani music - (i) a piece of folk
music, or a popular movie song inserted
within the raga performance; and (ii)
one raga can refer to another raga by
the usage of a particular melodic motive
or chalan that belongs simultaneously
to both the raga(s); this is called
chhaya, the shadow of one raga
manifesting in another.

A chhaya is produced whenever a
characteristic phrase of a raga appears
in the performance of another related
raga. The phenomenon of chhaya is
very natural to Hindustani music as
many raga(s) are interrelated to each
other in one way or another;
consequently constituting raga
families. There are pure raga(s) that do
not have distinct melodic material;
which is common to other pure raga(s).
But, there are some raga(s) that are
formed as an amalgamation of two or
more raga(s). These are called Sankirna
raga(s). For example in raga Maru
Bihag, going SR N S G/M and then back
to G is quite like Bihag; but if one
makes a long pause on M, Bihag is
suppressed and the chhaya of Nand is
shown. In the uttaranga, there is a
Kalyan motif M’G ®R-S. These are a
few gestures that constitute the raga
form.

Another musical form that shows a
metaphorical instance using chhaya(s)
is the ragamala, the garland of raga(s);
which consists of the sequential
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presentation of several raga(s) in the
same piece of music. These ragamala
phrases are usually not long, the
musician  just makes use of
characteristics chalan(s) or legisigns of
the presented raga(s).

The final kind of musical metaphor is
the allegorical reference_ where the
representative  character of  the
represented sign is symbolic in nature.
An allegorical reference is not a textual
quotation, rather sets up a kind of
metaphorical reference by the precise
use of musical patterns blessed by habit
and convention and is usually found in
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the instances of parody. Hindustani
classical music rarely makes use of this
semiotic device. But occurs when a
musician imitates the style of another
musician in an exaggerated, ironic or
comical manner. However, this is not
presented in public performances and
recitals and hence has very little
significance as a mode of semiosis in
Hindustani music.

Icons and hypoicons, thus constitute an
essential part in the realm of Hindustani
music and across Indian arts and
culture.
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Assamese folk songs are in essence the
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mirror of the people. These songs are
part of rich heritage of Assemese folk
literarture which is characterized
chiefly by its anonymity, its dynamic or
growing character and its uncertain
historical origin or composition.
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Modern Trends and Impact of Technology on the Traditional
Folk Music of Kashmir
Dar Humaera Moghal
Research Scholar, Faculty of Music & Fine Arts,
University of Delhi

Abstract: Kashmir the land of mountains and lakes is ubiquitous in its culture,
religion, ethnicity and folk music. The culture of Kashmir is showing a great deal
of variety and is highly effected by Indian, Persian and central Asian cultures.
Different valleys of Kashmir reflect the varied dialects and customs collectively
knitted into a unique ethnic cluster. While mentioning Kashmir’s rich cultural
heritage, one cannot remain silent about outlandish folk music of Kashmir. Studies
including the type and processes of stylistic changes in folk music have been
among the most challenging in comparative musicology. Although possible to
culture change and musical change, in many cases the latter has lagged years
behind. There are several texts which mentions and discusses a lot about Kashmiri
culture and folk music. This paper will be discussing some of the developments
in studies of stylistic changes in Kashmiri folk music based on the primary as well
as secondary historical texts and conversation with leading folk music artists of
Kashmir. It will also highlight the effect of technology on Kashmiri folk music
and how it’s originality gets manipulated.

Keywords: Gita, Lakshana Gita, Javada, Antari

Introduction

Folk music of any place, region, or
any country, includes traditional folk
music which is defined in many
different ways: like when music is
transmitted orally, when beautiful
music is composed by unknown
music ~ composers, or  music
performed by atraditional and widely
accepted way over a long period of
time-folk music has been compared,
with commercial and classical style.
Folk music, folk song, and folk
dance, all these terms are related with
current  expressions. They are
additions of term folk lore. This word
was coined in 1846 by William
Thomas. This is actually a thing that
one does habitually and it includes

the  traditions, customs and
excessively credulous beliefs of the
uncivilized classes. But it is
somehow difficult to differentiate it
clearly in purely musical terms.
Several meanings are often there, one
is of old songs with unknown
composers, secondly is that of music
that has been submitted to a natural
development process of oral
circulation. The improvising of
music that is already there by the
people of community which gives its
folk character. As we are going to
discuss about Kashmiri folk music
and how it goes through different
changes from time to time.
Kashmir’s culture, traditions,
customs etc. all are distinct and
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diverse, comprising the various
habits and lifestyles of the people
settled in this mountainous region.
Thousands of years back Kashmir
was independent, and isolated. From
that period of time Kashmiri people
developed in themselves a unique
culture making endless contribution
to the process of learning and
literature.
The concept of folk music—
Traditional folk music is the folk
music of a common people which
developed gradually as a corporate
communal experience. Kashmiri
traditional folk music derives its
origin and versatility from oral
traditions or the folk lore of the
different ethnic groups that makes up
the Kashmir valley. Accordingly,
traditional folk music is such a
practice that reflects the people’s
tradition and culture without the
impact of other cultures. It expresses
the essential features of virtually all
indigenous practices, which are
fundamental to people’s life within a
given culture. By implication,
traditional folk music is the people’s
way of life-expressed in verbal and
physical action through sound
combination process. It is believed
that Kashmir, because of its rich
cultural past, particularly in religious
sciences and artistic expressions
became the fountain head of the
(Asian and latter European) tale

1. Panchatantra-The five Threads or Books, deals with politics
and the art of government. The researchers of Johannes hertel
& the attempt of F. Edegraton to construct the original text

treasures. The most frequently
quoted evidence to support this
nation is the famous panchatantra.*
Traditional folk music of Kashmir
as a cultural carrier-

Traditional or cultural practices
differ from the rituals of birth and
puberty, marriage and death, cult
activities, initiation rituals  of
livelihood such as hunting, gathering,
farming, recreation and parties to
other aspects of life in a community.
Music is present in all these activities
(whether it is singing, dancing,
playing instrument or in
combinations) as their central pivot.
Most of the -cultural traits a
community is known for are
expressed during music making of
any of these activities. As a group
sings or dances, its language as well
as style of body manipulation are a
part of cultural expressions. The type
of costumes, musical instruments,
paintings and design they used in the
whole process of singing and dancing
are all the sources of cultural
indicators.

From a thematic and a structural
point of view, folk songs from the
most important branch of Kashmiri
folk literature.?

It is not so easy to define the term
folk song. With regard to the nature
of folk song there exists a noticeable
imbalance among the folklorists.
Cecil. J. Sharp, the great collector of

justify one in concluding that it was handbook of politics (with
sastra) for teaching young princes.

2, Prof. G.M. Shaad, Critical Survey of Kashmiri Folk
Literature, folklore studies, part-I.
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English folk songs defines it as “The
song created by the common people
as against the song which has been
composed by the educated.”® But it is
accepted fact that the condition of
origin of most of the songs are not
able to be determined with the help of
the linguistic lab skills the present
day researchers in the field have
paved some path for discovering the
regularity of a given folk song.
When we study Kashmiri folk
literature in — depth it is evident that
there exists a variety of folk songs in
Kashmiri folk literature. There are
different and special songs for every
occasions, occupations, festivals and
seasons. Besides, these there are Mon
Zeli Beth (lullabies), Gindan Beth
(play songs), Chakri Beth* (Choral
songs), Nenda Beth (weeding songs),
Wunvun (wedding songs), Rov Beth
(festival ~ songs), Pehely Beth
(shepherd songs), Lari Shah® and
many others.  The entire folk song
material which is popular in Kashmir
is grouped under the following heads:
1) Luke Beth (Folk Songs) — From
a thematic and a structural point
of view, folk songs form the most
important branch of Kashmiri
folk literature.® In all probability,
it outnumbers in volume, any
other branch of folk literary
material. It is rich in content and
seems to be more alive and in
greater vogue than the folktale or

3, Cecil. J. Sharp, English Folk Song : Some Conclusions, 1954
edition, 1955, p.48

*, Pardesi, Sadhy, Keshir Luke Beth, vol-7, pp.11, 14-15

°. Ibid, pp.127-129

2)

the ballad in all manner of
situations as a means of
amusement in educating the

young, to sanction institutional
behaviour, in performing
religious rituals and ceremonies
and to give point and add colour
to ordinary conversation.

The term folksong is not so
simple to define. There exists a
striking difference among the
folklorists with regard to the
nature of the folk song. Cicil J.
Sharp, the great collector of
English folk songs defines it as —
the song created by the common
people as against the song which
has been composed by the
educated.” But it is a fact widely
agreed upon that the
circumstances of origin of the
song are not as certain . The latest
researchers in the field have
paved some way for ascertaining
the periodicity of a given folk
song with the help of linguistic
lab skills. To decide whether a
song is a true folk song or not, one
should rather consider its degree
of integration with the culture of
the folk. If it is integrated with the
cultural pattern, it should be
regarded as a folk song, whatever
its ultimate origin is.

Watchun - Kashmiri watchun
and Hindi geet are similar, from
stylistic and theme point of view.

%, Prof. G.M. Shaad, Critical Survey of Kashmiri Folk Literature,

Folklore Studies, part-1.
7. Cecil J. Sharp, English Folk Songs : Some Conclusions, 1954
edition, 1955, p.48
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Wachun generally consists of
seven or eight stanzas and there
are four lines in each stanzas
followed by an abstain called voj
at its end. Mystical experiences
are expressed by this form,
intricate sentiments of women
and most importantly women
express the heart striking
emotional outpouring related to
social compositions, there time in
family which is intensely difficult
for them and domestic strains to
which most people in Kashmir
and particularly women folk were
subjected to.

Wanvun - It is considered one of
the unique and special forms of
Kashmiri folk songs. It is
generally attached with the
institution of marriage. In the
entire process of marriage there
are different situations and
occasions according to which
every tune and context of wanvun
songs vary and changes from time
to time in whole period of
marriage ceremony. In Kashmiri
marriage there are number of
ceremonies from both bride’s and
the bridegroom’s side and there
are special songs for each of these
occasions. It is perhaps, writes
J.L. Koul, an eminent Kashmiri

8, J.L. Koul, Kashmiri Poetry : Some Forms and
Themes. The Literary Heritage of Kashmir, p.88

4)

scholar, the oldest art of the folk
songs exclusively reserved for the
fair sex® generally Muslims starts
with the name of Allah and in
Bata Wanvum name of Shiv is
used in the begging. For example-
Bismillah Kerith Hemvey wan
vunaye Sahib an Anjam unoye9
(we begin with the name of Allah
and pray to him that he may take
it to the blessed conclusion)

Shiv Kalam Karith Hemvey
Wanvumaye Sahibau  Anjam
unoye™ (we begin with the name
of Shiv and pray to him that he
may lend us to the blessed
destiny). Social life of Kashmir is
well depicted in Kashmiri folk
songs and vast variety of these
songs helps a lot in understanding
the day to day life of Kashmiri
people and these songs throw
light on the institution of
marriage. It will be in the fitness
of things referred here that not a
single study of Kashmiri society
can be completed unless there is
recommendation to this rich
category of art & music of
Kashmiri folk literature.

Rov - Generally Rov is
associated with religious
festivals most often these songs
are sung on the birth
anniversaries of eminent mystic

%, Lalita Handoo, Structural Analysis of Kashmiri Folk

tales, pp-14-15 (1994)

10, Ibid, pp.14-15
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saints on Eid-ul-fitar and usually
we hear it from our elders that
few years ago during the whole
month of Ramadan (month of
fasting), girls or women come
out of their dwellings mostly at
evening time and they divide
themselves into two groups stand
in rows facing each other. The
recreation of a song goes along
with a light singing body action.
Women in each row interlink
their arms around each other’s
waist, and moving forward and
backward and the weight of body
is laid on the front toes of feet in
line according to the mood and
movement of the song. Only in
Rov songs, the fair sex gets a free
chance to call out with heartfelt
urges and aspirations.

Rov karvei Rov ti nai rozey
Rov karvei Rov ti nai rozeysh
Samyvey vigneu Rov hai karvey
Sangrmalan tchaye lo lo*

(let friends assemble to recite

melodious Rov Songs

The sun has faded, the sunlight has
vanished)

In Kashmiri folk music Wanvun and
Rov are clearly two categories in
which women folk openly express
their sorrows and joys, dreams and
desires, stresses and strains. These
songs a result of a sudden impulsive
out pouring of the dominated and
deprived women of Kashmir. These
two genres are extremely useful

1 bid, p.98

documents of the psychological life
of Kashmiri women.

5) Lari Shah — It is the traditional
minstrel to sing of natural calamities,
social imbalances, and political
exploitation. It is one of the most
important part of Kashmiri tradition.
It is the typical name for a folk ballad
sarcastic comic — cum — satire in text
and historically speaking a popular
representative to voice people’s
genuine grievance. Ladishah is
tremendously famous and holds an
important position in Kashmiri music
tradition. The songs are composed on
the spot on issues relating to that
village, be it cultural, social or
political. The songs reflect the truth
and that sometimes makes the song a
bit hard to digest, but they are totally
entertaining.

Some of the significant
pieces of Kashmiri Ladishah have
come down to us include prominently
the one under the title of Bunil Nam,
Bata Drag, Sehlab Namd Angrez
Qanoon etc.

6) Daastan — The form is the artistic
synthesis of folk tale and the folk
song. It equally bears the literary
merits of folk poetry and prosody.
The professional storyteller, while
narrating the story in prose pauses for
a while to give the adopted tale a
poetic twist. Most frequently, the
song is accompanied by a folk
musical earthen instrument known as
Tumuk Nari to make it more
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attractive, impressive and melodious.
A number of long classical tales are
interwoven in songs appropriate to
the various situations in the plot.
Some of the famous Kashmiri
Dastans are Aka Nandun, Hemal
Nagrey, Kal Kue etc.

During the long chilly winter
nights, when heavy snowfall would
paralyze the entire Kashmiri life,
people who had no means of
entertainment and amusement, would
listen to such romantic Dastans.

In conversation with Manzoor-ul-
Haq famous sufiyan and bhandh
pather artist:-

What we have heard from our
Ustad is that the sufiyana music has
come from central Asia. It does not
have Kashmiri origin. | have heard
that there was Buddism religion here
so the culture was different at that
time. Then Syed Shah Hamdani
brought Islam here and he brought a
good amount of people with him who
belong to different places, cultures,
and language, these people brought
with them many craft e.g.Kaleen
(Sanat Carpet making), copper
traditions and music were also
brought by certain people with them.
My Ustad’s Gharana also has come
from there. It seems two Gharanas
has come one was ‘Saaz Nawaz’ and
another was ‘Tabju’ Gharana. But
when we talk about ‘Bhandh’ it has
been in Kashmiri from the beginning
from the era of Buddhism.
Instruments of music have also come
from outside like Iran e.g. Santoor.

Music Technology-

Defining technology as it relates to
music implies all the technical or
mechanical application in the
production and performance of
musical arts. Wikipedia free
encyclopaedia refers to music
technology as, all forms of
technology involved with the musical
arts, particularly, the use of electronic
device and computer software to

facilitate  playback,  recording,
composition, storage and
performance...... encompasses the

technical and scientific aspects of the
music such as acoustic, science,
programming, music psychology and

sociology, and music industry
business practice.
Traditional musical instruments

that have advanced in technological
development that they share almost
equal potentials with other melodic
instruments of alien culture. The
reason why many people still see
technology or limit technology to the
development of computer and
electronics only, lies in their inability
to perceive the possibility of
translating into tangible form the rich
potentials inherent in our local
musical instruments.

Effects of technology on traditional
music of Kashmir —

It has been said that traditional folk
music is the Folk music of a people.
Effect of technology on Kashmiri
folk music, points out that the effect
is not as outstanding as it is on pop
music because the practitioners of

113



ISSN-2348-5892

Modern Trends and Impact of Technology on the

Sangitika

Traditional Folk Music of Kashmir

Kashmiri folk music have not
embraced Western musical
instruments which are forerunners of
technological revolution in the
Kashmiri pop music situation.

Nevertheless, technological impact
on Kashmiri folk music some in the
use of Radio and Television.
Elaborating on the ways through
which radio and television influence
Kashmiri folk music, the aesthetic
values of traditional  music
performance are drastically impaired.
Such attributes include, performance
situation, performing stage,
costumes, time limit and audience
participation. All of them have lost
their existence in the performing
scene as a result of radio and
television usages. Traditional music
can now be heard anytime, anywhere,
even out of context. Performance
area is no more considered (since a
stage can only accommodate very
few performers). Choice of costume
is confined to the dictates of the radio
and television stage designers. It does
not reflect the mode and message of
the group as it is expected. Time is
strictly regulated to fit into the studio
performance schedule. There is no
more interaction  between the
performers and the audience. All
these distortion seriously hampers
the natural scenario of traditional
music performance.
Positive effect of Technology on
our traditional music —

The fact that technology has
adversely affected our traditional

music does not totally remove its
usefulness in the creation,
performance and production of such
musical works. Some of the ways
through which technology
contributes positively to the span of
our traditional music include.
Provision of storage facilities
Technology has made possible the
storing and retrieving of musical
works. Performances can be recorded
and kept for future use for reserved
for posterity, thereby ensuring
greater longevity and continuity of
our traditional music.

Wider  publicity Through
electronic devices, our traditional
musical performance can now reach
distant places. Many recorded works
can be sold or purchased in the
market. This does not only favour
wider consumption of our traditional

music  but encourage cultural
integration.
Scoring, Analysis and

Documentation : A list of music
software are now available, which
can be used to transcribe score and
analyse musical works with ease.
With the introduction of these music

software, the problem of oral
tradition and the fear of our
traditional music  going into
extinction due to lack of
documentation  become  greatly
reduced.

Traditional Music and National
Development in the era of
Technology —

Development is a  societal
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phenomenon with a broad concept. A
multi-dimensional process involving
the re-organization and re-orientation
of the entire economic and social
system. Improvements in income on
output. Radical changes in the
instrumental, social and administrat-
ive structures as well as in popular
attitudes and in many cases even
customs and belief.

In addition to the above
submissions, development could also
be seen, as an upward (positive)
progression of both material and non-
material (spiritual) structures within
an environment. A country cannot be
said to be growing when her

economy, social life, political
situation, health facilities/services,
spiritual life and so on are

deteriorating, or where poverty,
unemployment, austerity, insecurity
and other views are on the increase.
Based on these stipulations our
traditional music stands in the right
direction to better the peoples living,
condition and consequently chance

References:

the nation’s growth especially in this
era of technological advancement.
Conclusion:

In Kashmiri context one can make
a bold assertion that traditional music
serves as an indispensable means of
cultural transmission. It is true that
technology has severely affected its
mode of performance, yet adequate
utilization of these technological
appliances used in production,
storage/documentation and analysis
of musical works can go a long way
in revamping the longevity of these
disappearing musical practices. It can
also be added that a nation with
vibrant socio- cultural activities such
as music attracts both intra and inter
ethnic relations thereby enhancing
her economic growth. Therefore new
investment, effort or reinforcement
channelled towards the upliftment
and substance of traditional music of
a nation is a rewarding venture and
should be encouraged.
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TR TR &1 AL TWRART § 59 o TSI gaT SRl R I Sl & 98
FTPR I | faRgd § aifierR R @ 0 RBem ura w1 @ 91 ff s = oxE
P HHT B em U oY | DT ERE B AT DT SMEAT BRA B A1 & S_IA qrferT

IS WX R Ul fear vd 9 b wal &1 i fear den e I @

Ffeeell &1 ff TeRerEd 51| o gar 7 ffay wRel @ Rl & de) SHaT o

TR P IS B A1 FHE fHaT Td SHBT AddS yesi= fhan |

gar o) i TEe

# faf= ex @7 faRmar T w9 # g S 2| U g @ WU H gar F Fag el

Ry R @1 W g e R sy

YRAT G & HSdq TRIG—dTed M 8 |
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B FHATBGRI BT Fe<aqol ANTE &l 2 |
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79 Sl RFaT i IR & 99 e

I, SPGB,
Tgel T SHT qOId §Y AT B AW, Td
dfeer @1 qER1E — A8 JW A TSI

BT aafed I g9 & fou

P AT

—"He was the king of concert -
platform. He kept his listeners absolutely
spellbound by his sheer mastery over every
type of classical and semi-classical or light
music on violin."? Ho IS gaT BT |

a1 A HH 39 | B U PR ol off | “TarferR
BRI Y TSI BT R v oA gar o
I B @I Al g D b & 3

s, did BT 9Hse, Sifid § "ERY
HRA TG AT H T 3G e Ure B bl
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I g & @ N fb v fad g A
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Ry # Sfo e IS, ufted
SEINICAICESARCEC I EC IS CE LA
ﬁ@lﬁ‘cﬁﬂﬂ?ﬁﬂ’fﬁ go AR URFRR, To
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S aafdad a1 SH9@ Arfifae faeterorar

BT A T fada ] § BT FIT e
= TFa—aHed o @d @R
RUIGE RSN SRS IR

ga1 & fdemeE & ddg d fomd € &"He
was an institution that has trained
innumerable disciples in Gwalior Trdition
over a span of more that 40 years, who have
carved names for themselves. His greatest
virtue was to impart Vidya in its purest and
most authentic form, making his Shagirds
not only accomplished musicians but experts
on the pure and correct forms of the
innumerable traditional Ragas of the
Gwalior, Agra and Atroli (Jalpur)

U YA 3R TRH, AT | ISt WY &9
é@fﬁm@aﬁaﬁ%&mé‘@%lqow
ga1 ST Afdae e |Rfifde gevs |
IR B & AR A B db =B |

1. =RE a5 ok 73, Sfo ForTm fISaR, AR HHTRM, T8, Jo 101
2. =RIEH 9 iR 73, Sfo Fear s, WHR UHeH, T9%, Yo 104
3. wafwn g amar @, wued — Sfo fAeR FUEEHR, WHR UHRH, 9T, Yo 17
4. @A 93 3R F3, Sfo Gl fISaR, AWBR UHIeH, T8, Yo 103
5. Hrafwr g o &, gred— Sfo S HREEH?, WEHR FHRH, T, Jo 10
6. T OF 3R 3, Sfo G ST, FWPR USHITH, =T, Yo 10

Head ot -

1. Yo TR SiRN— AMETART g @RferT=al T, Tee— a1fd. daax, Jaed—dare

RifeT 2R wegard), g |

G

www.gajananbuwajoshi.com

AT A S &, FEEE— o AE BITADR, ARPR THRH, 1S |

The Lost World of Hindustani Music, Kumar Prasad Mukherjee, Penguin India, 2006

Putra Whava Aisa (Biography of Pt. Gajananarao Joshi) by Dr. Sucheta Bidkar (Daughter).
Violin : Tantra aur Mantra (Violin Technique & Style) by Dr. Sucheta Bidkar.
"Bowing the Vocal Chords" by Manasi Joshi Singh.
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Rare Composition
Ragam.Sh_lvaShaktl Arohana: Sgmds Avarohana : Sndmgs Janya of 22" Mela- Kharaharapriya
Talam : Adi Composer : Prof. Kumara Kerala Varma
. . Pallavi
1/s,,s nd\md sndm - gmgs I\n , ,d ,,s8, l\mg s/g mdndl
Am, ba , » jaga dam , , DA 5 & oo moo, , kam , ,ba , mee , , na , mba , ,
I/ mggm-gmgs/ mgs-m gsnd |I\mdds ,/sgml gmd-d snd,|l
Sree , , s 5 5 s Cha ,, kra , , ma , , , , dhya, sthi , , te 5 B
Anupallavi
Imdmg ,-m d m d s\g m dsnd |Imgmd mg-sgl ss,-n dmdsl
Aa ,,,, , sri tasu jarapari pa ,li ta ka ru na , ma yi subha Kkaree , sree , kari
ISndm gmd$ - Sgmg mgs, lggsn dmds ! Sndm gmgsl
Shi,va , sha 5 5 5 kti , , ra , » ga, pri, yam , ka ,ri sam , , ka , ri ,
Chittaswaram
I/m,, m gs—sg mgsm gsnd I\md,s ,s-sg | mgs-g mdndl
I/m,dm dmgm —g,m¢g mgsg | s,gs gsnd | md,d Ssss N
Isgmg mgs , -gmdm dmg, | mdsd Ssnd, | sg mg mgs,l
lgmdSs$ /g5 ,-8 S$ndm gmdd | mg,-m gsnd | mdss ,/d ndl
Charanam
1.M\gmds ,,\nd dsnd \m, m, Imgmeg s,n, | d,.,\m d,s,l
Am , ,, g 5L ke ,, , , 5 kru, Pa , , » s vy By dhe , -sa ra ,nam
2l\gmdd /gsnd \d§nd m,m, Imggm gsn, | d,,\m d,s,|
AWy 5 iy , ,bi, ke 555 , » kru, Pa ,, » M | e dhe , sa ra ,nam
Charana Swaram
LI/m,\g » 5/ m, \g,, s, m, I\d,,/s s Nd, oS, /mds,|
ILilg , m g mgsn- d,s\m dsgm |d,dm d§nd | m,gm gsgml
n.id,,, ,,md megs¢g mgsn | d,,, 258 R | dmgds gmd nl
[ PP ,,=8n d md-3$§ mgsn |1 d,,, ,,/mg | smgs gsndl
Iv.ls , , , ,,-5¢g mggs —dsgs I$n-dn nddm | gmmg — gsndl
Isgmg mgs, -gmdm dmg, | mdsd Snd, | $§gmg mgs,l!
I/mgsn dmds - gs$nd mgmd |$§ndm gsgm | mgsnq dmds
Isgm-g mdmd -8 g, m ,Jmgs§ | nd-md ,§,§ | ndmg sg,m
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T &1 wRid §feel

Dr Ojesh Pratap Singh

Professor, Faculty of Music

Delhi University
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