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From the Editor’s pen

Prof. Alka Nagpal
Dean & Head
Faculty of Music & FineArts
University of Delhi

Dear esteemed readers,

| am delighted to present before you, the latest edition of Vageeshwari. Asyou
all know, Vageeshwari is aresearch journa of the Department of Music, University
of Delhi, which has been published regularly since 1986. Today, it isamatter of pride
for our Department that Vageeshwari isa UGC Care-listed Peer Reviewed journal.

Initially, Vageeshwari used to bereleased in only the print form, but now, with
advancement in technology and focus on Digital India, it is published in both print
and online forms. With this digitization, it has become very convenient today for
readers from all over the world to accessit.

The current issue of Vageeshwari is being released on the occasion of atwo-
day National Seminar, titled —* M ultidimensional Aspectsof Indian Music” thatis
being organized by the Department on 23-24 February 2023. We are very honoured
and privileged that this issue of Vageeshwari is being released by the Chief Guest —
Prof. Yogesh Singh, the hon’ ble Vice Chancellor of the University of Delhi.

| wish to thank all the research scholars who have contributed their research
papers, which shall benefit our readers through their illuminating knowledge. | also
want to take the opportunity to thank all the members of the Editorial Board. It is
their relentless efforts that has made it possible to seamlessly publish Vageeshwari.

Happy Reading!!!

Prof. Alka Nagpal
Editor, Vageeshwari
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Glory of Tyagaraja portrayed in the compositions of
modern women composer-KM Soundaryavalli

Prof. PB Kanna Kumar
Professor
Department of Music, Faculty of Music & FineArts, University of Delhi
kannakumar63@yahoo.com

Index term : Vaggeyakaras, composers, Aandaal, contemporary, Tyagarga

Abstract: Carnatic music continuesto grow dueto the contribution of our great Vaggeyakar as
who have sown seeds for the development of more new composers over a period of time.
Right from the time of Aandaal who is credited to be the first women composer till today’s
modern and contemporary composers, there have been many women musicians who have
contributed immensely to the growth and spread of music. One such composer who isless
knowninthefield of Carnatic musicis KM Soundaryavalli. This paper will focus on afew
of the musical works that she has composed in praise of Tyagarga.

Introduction: Time and again Indian music has spread itswings to many places all around
the world creating a wave of composers across the continents. When the term Carnatic
music is heard the first thing that comes to most of our mind is Tyagarga. He has been a
strong pillar by giving us an elixir of music and at the same time he has also inspired many
to become composers. He continues to be a manaseega guru for many musicians till also
today. His life story has been an important lesson for many of us. His music has created a
divine aura and every time one listens to his compositions we are always taken to an
unexplainable state of bliss. It ishismusical charm and divinity that have created an urgein
many musicians sing in praise of the great Vaggeyakara himself. Amongst the wave of
composersthat our country has witnessed, one composer who has silently paid her respects
to TyagargjaisKM Soundaryavalli. She has many compositionsto her credits. Her boundless
love and respect for Tyagargjamade her compose not one or two but 31 songs on Tyagaraja.
This could be the greatest set of songs composed by an individual musician, specifically on
Tyagarga. Thisis ahumble attempt to celebrate the glory of Tyagarga and also bring to
light the contribution of KM Soundaryavalli to the music fraternity.
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Biography of KM Soundaryavalli:*

She was born on July 22, 1914 as the eldest child of Sriman Nadadoor Ammal
Narasimhacharya. Sriman Narasimhacharya served as ateacher, principal, and inspector of
schools. He was an eminent scholar and was highly knowledgeable in Telugu and Sanskrit.
His pastime wasto compose poetry and he used to do exhaustive trand ating work of different
Sanskrit is incorporated into Telugu. Being brought up in such a divine atmosphere, KM
Soundaryavalli imbibed many spiritual qualitieswith the support extended by her illustrious
father. Since she spent her childhood in Andhra Pradesh, she wasfluent in Telugu. She had
minimal formal education and musical training. Shewasinitiated into music by anaadaswara
vidwan, Sri. Murugula Seetharamayya. She got married at an early age and moved to
Tamilnadu. Here she became familiar with Tamil and started learning the scriptures, Divya
Praband hams and Kamba Ramayanam.?

Thebirth of a composer in KM Soundaryavalli:

Having a troublesome family life, she was more drawn

towards spirituality. After many miscarriages when she was AN ™
blessed again to have a progeny, she proceeded to thetemple
of Lord Nrissmha at a place called Chola Simhapuram (Also
called as Ghatikadri or Sholingar)®. She worshipped the deity
there and immediately the Lord appeared in her vision and
assuring her that she will be blessed with many issuesin the
future. Thisbecamearedlity, and the Lord’swords cametrue.
Oneday in her dream she was questioning herself asto why
she shouldn’t compose a song on the lord who blessed her
with children, to which she heard an answer that was nothing
but the voice of the Lord saying, "Sing, and | will listen”,
She was startled and woke up in shock. She recounted this
dream to everyone and this itself became the five verses of
her song. YogaNarasimha Sevai. Shefollowed thisup with
atwelve-stanzaverse, Dasavathaaram, and sang it asaragamaalika. Thiswasthe beginning
of the birth of the composer. Having the genes of her father | composing and poetry came
naturally to her. She was constantly writing and singing songswhile doing her daily chores.

! https://www.karnatik.com/article015.shtml
2 Divya Prabandham and Kamba Ramayanam-Holy verses sung in praise Lord Vishnu and Lord Rama
8 Chola Simhapuram-A hill temple of Lord Nrisimha, also known as Sholingar
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She used to write on small piecesof paper whenever some song struck her. Her prayerswere
not mere prosaic words but were beautifully interpreted by her as keertanas, padyams and
pasuram like compositions. The compositions were filled with rhetorical and prosodic
beauties. Having knowledge of music, she set to tune the compositions on her ownin chaste
Carnatic music ragas. Unlike her father who composed primarily in Telugu, she composed
in Telugu, Tamil, and Sanskrit aswell. She used the mudra " Sunadara’ in her krithis. She
participated regularly in Padya Pathana® programme of AIR Chennai, till she had to giveup
because of her growing responsibilities. A Few of her compositions on various deities are
listed below:®

S. No| Name of the song Ragam Talam Deity

1 Gananayakane Hamsanandi Adi Uchishta Ganapathy

2 Vandan Vandan Sunadaranjani | Adi Krishna

3 Kalittodi Vandayo Khamas Adi Krishna

4 Karunannidhiyallavo | Sindhubhairavi | Adi Narasimha of Sholingar

5 Murugaena Sahana Rupakam | Tirupporur Muruga

6 Ghatikainadan Hemavathi Rupakam | Nrisimhaof Sholingar

7 Sriminchu Ragamalika Adi Simhachalam Simhanayaki
8 Aadipuram Ragamalika Adi Aandal

The Blessings of Tyagaraja and the Birth of Sri Tyagaguru Suthi Keerthanas:

In 1950, when she visited Thiruvayyaru, she visualised the saint as her guru and composed
a set of thirty keerthanas in Telugu on the Saint and christened the set as Sri Tyaga Guru
Shuthi® Keerthanas. These krithis won the appreciation of Prof. P. Sambamurthy and of
Srimathi Bangal ore Nagarathnamma. In 1955, the periodical AndhraMahilaserialised these
keerthanas with notation. These keerthanas were reviewed in The Hindu dated April 21,
1957, by no lessaperson than Sangeeth KalaAcharyaSri. T. S. Parthasarathy. A noteworthy
feature of these keertanasisthat, as she considered Saint Tyagargaas her Guru, she did not
use her ownmudra“sunadara’ in any of thekrithis. Instead she used the synonymous names
of her two eldest daughters ~"Amrutha’ and “Sudha’, in these compositions.

4 Padya Pathana-Program conducted by All India Radio,Chennai to
5 https://www.youtube.com/playlist?list=PL pHcRjdUbHweD0cQVr2Ah_xkaXqD6UvbV
8 Thyaga Guru Stuti=Set of compositions on Saint Tyagaraja written by KM Soundaryavalli
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Thetitle of “Kavithamani”:

She had the good fortune of visiting Kanchi Paramacharya to whom she presented her
composition which wasin Tamil was set to Raagamalika on the life of Adishankaracharya.
Impressed with her musical prowess and her devotion, Paramcharya conferred the title
“Kavithamani”” on her.

Recognitions:®

. In 1962, the Vijayawada station of AIR accepted her compositions. Some of her
keerthanas have been rendered on AIR and in public concertsby thelate Sri. Susarla
Sivaram, Sri. Raghavachari, her daughter Amruthavalli and others.

" In 1964, discovering her knowledge of Sanskrit and her talent to set Sanskrit verses
to music, the Desika Sabha, Chennai, got her to cut five gramophone discs (two 75
RPM and three L Ps) of some of the stotras of Sri Vedantha Desikan. The discswere
(GE 22806 & 22807 and SEDE 3606, 3607 & 3608 of Columbia)

] When she shifted to Delhi from 1965 to 1985, she set to music Sanskrit verses of Sri
Vedanta Desikan, Aadi Sankaracharya and other great saints taught them to many.

" Efforts were made by the great musician and Scholar Shri TR. Subramanian to
bring out her compositions which were of great help and her compositions were
recognized by othersin the music fraternity.

= Sri Balantrapu Rajanikantha Rao, included Srimathi Soundaryavalli in his
monumental work Andhra Vaaggeyakaara Charitramu.

" INn1991, AIR, Bangalore, choseto interview her. The broadcast had agood response.

" In his six-volume compendium of music, musicians and composers (the
“GARLAND” series), Sri. N. Rajagopalan, I. A. S (Retd. ) has included the name
of Soundaryavalli also, with encomiums and praise.

Her last days:

In search of inner peace she joined the Saha) Marg® mission. She composed 27 krithisin
Telugu and 34 in Tamil on the method, mission, and Master, which werewidely appreciated.

" Paramacharya-Acharya of Kanchi Kamakoti Peetam,Kavithamani-Title conferred upon KM Soundaryavalli
8https://www.karnatik.com/article015.shtml
9 Sahaj Marg-A spiritual organization founded by Shri Ram Chandra of Shahajanpur
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Anextraordinary feature of these krithisisthat, when on the path to salvation by renunciation,
shewas utterly reluctant to use her signature by any means. Collections of these outpourings
in Tamil arein abook “AMARA SOUNDARIYAM”, Her lyrical compositionsin Telugu
areinacompanion volume“ SOUNDARYAVALLARI"Y, Her compositionson Sahaj Marg
are in another volume, “SAHAJA SOUNDARYAM?*?, She died on Oct 8, 1994.

No part of contents of this paper may be reproduced
or transmitted in any form or by any means without
the permission of Author

List of compositionsin Sri Tyaga Guru Shuthi Keerthanas.®

List has been obtained from handwritten manuscript given by Ms. Bhargavi Mani (Grand
daughter of KM Soundaryavalli)

One of her greatest works in the field of Carnatic music is her compositions on the great
Vaggeyakara Tyagaragja. She has poured her heart out and has sung his glory in not one but
atotal of 31 compositions and named the set of krithisas“ Sri Tyagaguru Stuti keerthanas”.
Thelist of the krithis are given below:

S. No| Name of the song Ragam Talam

1 Swaami paada pooja Kedaaram Rupakam
2 Ambujanaabhuni Mohanam Adi

3 Arthamune narulu Hindolam Adi

4 Athade dhanyudura Valgji Adi

5 Dinakaravamsa Hamsadhwani Adi

6 Gaanaamruthamunu Kedaragoula Adi

7 Gaanasudhaarasa Bhairavi Adi

8 Geetha saastratatwa Thodi Thriputa
9 GurupadasmaranamayJeevanamu | Shankarabharanam Adi

10 Kalinarulanu gaava Vasantha Adi

11 Krithini chesenay Begada Rupakam
12 Navarasayutha bhaavamutho Saraswathi Rupakam
13 Paamara hithamugaa Kambhoji Adi

10 Amara soundariyam-A collection of songs written by KM Soundaryavalli on Sahaj Marg mission’s guru in Tamil
1 Soundaryavallari- A collection of songs written by KM Soundaryavalli on Sahaj Marg mission’s guru in Telugu
12 Sahaja Soundaryam- A collection of songs written by KM Soundaryavalli on Sahaj Marg mission

13 List has been obtained from handwritten manuscript given by Ms. Bhargavi Mani (Grand daughter of KM
Soundaryavalli)
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14 Paluvidha keerthana Malyamaarutham Adi

15 Pancharathnamula Simhendramadhyamam | Misra Jhampa
16 Pedalal o kucheludau Kalyani Rupakam
17 Sadguru sree thyagavibhuni Kaanada Rupakam
18 Samaanulu evarayya Panthuvaraali Adi

19 Thyagagurni saati evvaray Nadanamakriya Rupakam
20 Yemaatal aadina Karaharapriya Adi

21 Padambujamule Sriranjani Rupakam
22 Varakavi Kalyani Rupakam
23 Gurupada sevanamey Karaharapriya Adi

24 Namasudharasapanamuseyaga atana Adi

25 Nammi vachina Anandabhairavi Adi

26 Bhajanaseyave Jaganmohini Rupakam
27 Naadhasudha rasapanamu jesina| Arabhi Adi

28 Ragaratnamalikachey Bilahari Rupakam
29 Needayanaapai Dhanyasi Adi

30 Ramabhakti samragjya Sriranjani Rupakam
31 Srityagargjaswamini Madhyamavati Rupakam

Analysis of few selected compositions:

Her compositions are filled with many decorative angas. A Few of these are quoted below:

Song-1: Nammivachina;Ragam: Anandabhairavi
Pallavi: Nammi Vachina nannu nayamuga brovave
Kommani KorkelaKolallu gaanidi
Anupalavi:  Immahi Ramana Panamu
Sammati Salipina Sadaya guru swami
Charanam:  Antahshatrula natamonarinchi

Santasamuna ramu satatmu pujinchi
Vinta kritula vidhavidhanga rachinchi
Chintanajesinasri Tyagargja
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Meaning : Inthiskrithi she statesthat she has comewith full faith in Tyagargaand requests
his blessings to be bestowed upon her. She praises Tyagargja as “guru swami”, the one on
this earth who has constantly shared the nectar of Rama nama without any selfishness. He
gotrid of all thesinslike greed, anger and diligently did Ramanamajapaevery day. Hewas
the one who has written various krithis with different perspectives. Such is the great guru
Sri Tyagarga.

The decorative angas used in thiskrithi are:

Dwiteeyaksharaprasa:
Pallavi Anupallavi Charanam
Nammi-Komma Immahi-Sammeati Antah-Santa-Vinta-Chinta

Antyakshara prasa: In the charanam the anyaksharaprasa occurs in the following words-
M onarinchi-Pujinchi-Rachinchi

Anuprasa: Beautiful patterns can be found in the Pallavi
Nammi Vachina nannu nayamuga brovave
Kommani KorkelaKolalu gaanidi

Swarakshara: Suchita swarakshara occurs at two places in the pallavi

N P M, PM
Nannu Mu, ga
Song-2: Samanulevarayya, Ragam:Panthuvarali
S.No| Nameof the song Ragam used by Ragam used by KM
Tyagar aja'* Soundaryavalli
1 Nammi Vachina Kayani Anandabhairavi
2 Kalinarulu Kuntalavarali Vasantha
3 Bhajanaseyave Kayani Jaganmohini
4 Ragaratnamalikache Ritigowlai Bilahari
5 Ramabhakti Samrajya SuddhaBangala Sriranjani

14 https://www.karnatik.com/co1006.shtml
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Conclusion: The very root of the existence and spread of Carnatic music is due to the
selfless contribution of Vaggeyakaras. Many were fortunate to interact with and learn from
the great composersdirectly. Few other composers diligently considered them astheir guru
wholeheartedly and went on to spread their glory. One such exemplary composer is KM
Soundaryavalli.

She has praised Tyagargja in many ways for example: Varakavi-exponent of poetry, expert
in sangeeta (music) shastra (ritual s) tatva (concepts) veda(vedic rituals), the one who spread
the nectar of Rama nama, the one who spreads positivity, the one with sadguna, so on and
so forth. Shewent on to practice the principlesof philosophy that Tyagarajapreached through
his compositions.

Her open declaration of Tyagargaas her guruisvisibly clear in her compositions from the
repetitive mention of the words “ Sri Tyaga guru”. In spite of such excellent contribution
that too on the saint composer, it isvery sad that her compositions have not been popular in
the music and concert circle.

It would be highly appreciable if the music fraternity takes efforts in popularizing her
compositions. Doing this will definitely be a fitting tribute to Kavithamani KM
Soundaryavalli’s contribution to Carnatic music and at the same time all of us can soak in
the divine thoughts about Tyagaraja through her compositions.

References:

1 KN Sundaram-" A short biography of KM Soundaryavalli” Bangal ore: September 6,
2004, https://www.karnatik.com/article015.shtml

2. The details of songs have been directly procured from a handwritten manuscript
given by Ms. Bhargavi Mani (Grand daughter of KM Soundaryavalli)

3. https://www.youtube.com/playlist?ist=PL pHcRjdUbHweDO0cQVr2Ah_xkaXgD6UvbV
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The Gayaki of Ustad Alladiya Khan

Dr. Gurinder H. Singh
Associate Professor
Janki Devi Memorial College, University of Delhi
guriragini@gmail.com

Index term : Genius, Unique, Style, Content, Commitment

Abstract: Revolutionarieswith creative endowment have been known to break away from
the confines of tradition and create styles, which further evolved into new gharanas. One
such genius was the all-time great Ustad Alladiya Khan who engraved a distinct, indelible
mark on the edifice of Hindustani classical music.

During the golden age of Hindustani classical music i.e. the latter half of the nineteenth
century and thefirst half of the twentieth century, Alladiya K han towered abovethe musicians
of thehigh calibre of thisera; for his miraculous achievementsasaperforming artisteand as
aperfect master, Alladiya Khan has been reverently designated * Sangeet Sanrat’, the most
befitting title by which he shall aways be remembered by posterity.

His style of singing remained a predominant style, which reined the music world in north
India much after his death. The style came to be known as the Jaipur-Atrauli style, the
mystique of which left both the audience and students bewildered.

Alladiya Khan formulated a style, which was an expression for both outstanding men and
women. His fame as a guru made a considerable impact in Maharashtra; Alladiya Khan
achieved the distinction of becoming the creator of a new gharana because his style was
significantly different from that of his contemporaries. The intricate play with rhythm was
the hallmark of Alladiya Khan's gayaki, a style that was somewhat more difficult to grasp,
and required a person with an evolved musical intellect to comprehend its development and
subtleties and much more when imbibing and mastering it.

To namethe gayaki after the great Ustad Alladiya Khan isatributeto his creative genius, as
the subtle and aesthetically sustaining gayaki of the Jaipur-Atrauli School was founded by
him.
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AlladiyaKhan'sgayaki was not only different from that of his contemporaneous singers but
also from the music that existed before him. His gayaki had old, traditional principles but
what set it apart was the unique acumen of retaining them in inventive ways.

The emergence of this distinctive gayaki was an outcome of a catastrophic episode of
Allidiyakhan's voice impairment, astrain inflicted due to excessive performances, But
with his strong resolve and high aspirations he spun this catastrophe into an opportunity.
Thus arose a thought process which ultimately developed as an innovative and exclusive
gayaki.

With hisintense commitment to beauty in sound, AlladiyaKhan evolved anintricate gayaki
where all rudiments of the style were highly developed, balanced, comprehensive and
unabridged.

The unusua mould that he formulated was reflective of the gamak and acharak of the Been
ang.

“In evolving this new form, Alladiya Khan drew inspiration from Mubarak Ali, the son of
Bade Mohammad Khan of Gwalior, a formidable khayal singer, whose gayaki was subtle
and ingenious’* He bel onged to the tradition of Kawal bacchon ka gharana, and wasfamous
for hiskadak bijli ki taan, suggestive of flashes of lightening.

AlladiyaKhan, deeply impressed, modelled hisgayaki imbibing hisstyle, shaping and toning
his voice through continuous and unflinching riyaaz. Since Mubarak Ali was employed in
the Jaipur Court, and as Alladiya Khan's own ancestors belonged to Atrauli, in reverence,
Alladiya named his gayaki as Jaipur-Atrauli.

Even though Alladiya Khan's gayaki was known as the Jaipur-Atrauli gayaki, there were
other gharanas which were associated with Jaipur. Laxman Prasad Jaipurwale (Guni
Gandharva) belonged to Jaipur and hence his gharana can also be known as the Jaipur
gharana. Another branch was of AlladiyaKhan's cousin Enmad Khan who wasthe grandson
of Jehangir Khan (guru of Mohan Palyekar).

Although named as the Jaipur-Atrauli style, interestingly it evolved and flourished in
Kolhapur during the last seventy-five to a hundred years in Maharashtra.

Alladiya Khan hailed from Jaipur and Atrauli both in terms of hisorigin and taalim but his
individual style was structured more during his stay in Kolhapur. Hence, it may be more
appropriate to call it ‘Alladiya Khan' gayaki ; But Alladiya Khan was modest enough to

! Deshpande V.H., ‘Indian Musical Traditions'. Pg 50
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credit an entirely new style to hisancestral 1and calling it the Jai pur-Atrauli gharana which
was an indication of the tremendous devotion he had for hisfather and guru, KhwajaAhmed
and his uncle Jehangir Khan as well as his ancestral maternal home land Atrauli.

Alladiya Khan earlier had a fine quality of voice until the age of about forty and was
acknowledged as an established and respected musicianinthefield. During this period, the
prince of Amletaagreat conneseiour of the art prevailed upon AlladiyaKhan to perform for
him successively around the clock over an extended period. Thisstrain, itisreported, impaired
hisvoice forever. He then moved to Jodhpur where treatment from a renowned hakim and
fervent prayershelped to an extent; but hisvoice, which did improve eventualy, had lostits
origina richtimbre and thelustre was goneforever. Thus, realising that the days of pleasing
audiences with alyrical voice were over, and evolving a new content-rich style, was the
only option left on hand, he moved, thereafter from Jodhpur to Bundi where he accepted the
invitation of the queen (who wasthe sister of Maharg Jaswant Singh of Jodhpur) to serveas
acourt singer. He remained there for two years and then travelled to Ahmedabad, Baroda,
Bombay and finally made a base in Kolhapur in 1895-96 after Chattrapati Sahu Maharg)
(who was greatly impressed with Alladiya Khan's phenomenal gayaki) offered him the
appointment of the court singer in his Darbar.

While formulating a new gayaki Alladiya Khan deliberated profoundly to understand the
prevalant music scenario then. He made sure, when framing his new gayaki, that while it
must remain grounded in old traditional doctrines, it should also merge well within his
innovative approach. This thought process resulted in a unique form, thus setting it apart
from the gayaki of contemporary gharanas.

It was conceptualized in a manner where the swaras were sung in a camber and spiral
movement, and where the rhythmic swinging and swerving of the swaras mesmerized the
listeners. This was a complex and subtle gayaki which was difficult to comprehend and
even more difficult to sing. This was a gayaki which could be understood only by people
having adeep, sensitive and aesthetic sense of listening to music and above all avery deep
cognizance of thisart.

It is evident that Alladiya Khan framed an individual style on the basis of his prevailing
voice conditions; he assimilated what suited his voice and eliminated other inapt factors. It
was probably the period of silence during the years of the loss of his voice which took him
deeply into reflection and retrospection in music. There have been a number of instances
when artisteshave moved from the confines of tradition and emerged asindividual institutions
and Alladiya Khan did precisely that.
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Structure- Form- Technique-The exclusivity of this gayaki rests both in the ecstatic
unification of the various ragas as well as in the intense sense of design and structure.
Further, the basic technique of this new style was also the enigmatic synthesis of the swara
and the laya. The arrangement of each such avartana consisted of a pre-planned scheme of
building up a zenith which moved slowly to a point just preceding the mukhda, thereby
bringing the pattern to an unexpected and startling culmination. The form of each avartana
was predicted in amanner that the avidity created by it was higher than that of the previous
one, followed by an immediate pinnacle on the sam. This special quality pervaded each
individual taal-avartana.

Each aspect of this form - bandish, alaapchari, bolbant and phirat was not only explored
fully but al so shaped and chiselled to adapt itself to the requirement of formulaand balance.
The complexity of the style was evident also in the pauses and reposes interspersing the
intricate layakari. But the most impressive part was its taan phirat of unusual length,
which was made possible by cultivated breath control. Thiswas crafted into exquisite patterns
to follow one after the other every few seconds and finally terminating them with an
unexpected camber before the sam.?

Alladiya Khan's technique had strong impressions of the dhrupad style. Thiswas palpable
in every swara and phrase he choseto sing, highlighting in every avartana the most suitable
swara, and specific shruti creating anincredible artistic experience. Thefixed sthai, authentic
antara and clear picture of the raag, and embellishments like meend, ghaseet, kampswara
and gamak were rendered with a deep concern for aesthetics. His gayaki was also
arithmetically calculative due to an arduous dhrupad talim. He was particular that his
alankaars should be powerful, clear and beautiful and applied them with tremendous
discretion.

Fundamentals of Jaipur-Atrauli Gayaki

The first and foremost is the principle of continuity,(achievable only through a sustained
breath control) the pivotal point of the entire presentation, which was to remain consi stent
during all the applicationsof Aakaar, Alaapchari, Awaaz, Bandish, Gamak, Meend, Mukhada,
Taal, laya, Sam, Phirat, Taankari, Bal, Wazan.

" Continuity-A relentless unending flow of amusical thought processisvital to this
gayaki. Thisis achieved with the alaaps and taans commencing soon after the sam
and carried through to the next without any break. This continuousflow inthe alaap
and taan isthefocal point of the entire presentation.

2 Deshpande V.H., ‘Indian Musical Traditions'. Pg 52
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This aspect is the hallmark of the gayaki and is rarely found in other styles. It requires
highly developed breath control and demands strict adherence to thisrule.

" Bandish- Bandishes were composed to be rendered only in one single breath the
impact of which wastruly majestic. Worth noting that the bandi shes were composed
firmly rooted in the norm of a form unbroken. In order to give substance to the
design they were structured to be rendered only in asingle breath and not in broken
pieces as shortness of breath would severely take away from the aesthetics and style.
The Bandishes were dedicated to Khwaja Ahmed Khan, under the pseudonym of
‘Ahmed Piya .

" The Sthai was the soul of Alladiya Khan's singing. It covered every aspect of the
raag and style being presented. The raag delineation, the vadi, samvadi, gruha,
ansha, taar, al patva, bahutva, nyasa, upanyasa, the desirable patternsand alankaars,
meend, kan, khatka, and gamak were al condensed in the sthai itself.

. Shai-Antra—It wasarequsite to sing the antra soon after the sthai in contunity, and
not after the alaapchari proceeded to taar shadhaja.Unlike other gharanas.
" Shai Bharana—aterm used for the expansion of thetheme of the sthai with different

alternatives was a distinguishing feature of his gayaki in which the words and notes
unravelled in arhythmic tempo.

One of the explicit features of this gayaki was the precision with which the bandish (sthai
with an antara) was rendered. It was evident that a considerable amount of thought must
have goneinto the presentation of each bandish while setting it to every single segment of
the beat. Unless presented with this degree of accuracy the entire equation between bandish
and taal would have been lost. It had to be a precise fit. Although arrival on the sam could
happen with any variation, it would have taken away the precision of the performance. It
was only when the bandish was presented correctly that the arrival on the sam would be
exact and only such a presentation of the bandish would become befitting and acceptable.

The lyrics and grammar of the text were knitted into striking phrases and the technique of
bol uccharan or enunciation needed to be perfected. Any bol, be it in alaap or taan, was
gently wrapped in aclear, rounded movement. There wastransparent clarity in aakaar with
emphasis on accurate sound and vowel presentation. In his compositions, he preferred the
nirguna bhava and braj bhashato Hindi and Urdu. Hefelt that braj was particularly suitable
for poetic expression, which iswhy hiskhayal compositions have aresilient resemblanceto
traditional dhrupads and dhamars. Another reason for the preference for braj bhasha could
be his comfort level with the language since his maternal home was Atrauli in the bra
expanse.
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. Wazan- Wazandar gayaki and classi cism-maintaining aserious, enduring and weighty

presentation is another norm of this gayaki. The more delicate ornamentations like
murki, harkat, adorning semi classical and lighter forms of music, were shunned.

Theweightinesswas made possible with the principle of continuity. Therewere other factors
that also lent weight to the gayaki —for instance, the aassa, bal and the meend when integrated
at the appropriate place maintained the weight- wazan of the style.

. Gamak —The most significant aspect, the essence of this complete gayaki inclines
on the pillar of gamak.

The swinging gamak was the core and it reflected through his entire style. Alladiya Khan
knew the traditional techniques and kayadas of the Been ang and understood the meaning
and application of gamak the way it was practiced on the Been. It was pure gamak of the
tantang with a resonating meend. The swaras sounded like they were originating from the
previous swara thereby maintaining an uninterrupted connection between them forming
continuity with no broken lines.

An extension of gamak was ‘Acharak’ which was a forte of the Been ang. Gamak and
Acharak are the two characteristics of the Been ang that Alladiya Khan had built into his
gayaki.

" Aawaaz - The emphasis was to achieve a voice which was free, open, firm and
supple. The sound was to be neither through the throat nor the nose and was not to
be forced. Techniques were practised to make the voice powerful, voluminous and
weighty and therewas an explicit mellifluous method of voice production. Histrionics
with the voice were discouraged while the accent was laid on straight and smooth
delineation.

. Alaapchari —Layakari —Aakaar - Alaapchari was bounded by laya which moved
forward in gentle, ever-rising eddies. The notes were not broken or severed and
there remained a constant nexus between any two notes. From the beginning of the
avartana to the entry into the mukhda to which the last note of the alaap was
intriguingly linked, it remained one single sequence.

The vital aspect of alaapchari wasthat it was based on the tant ang. Alladiya Khan would
start the vilambit in a clear aakaar with emphasis on the tant ang and dhrupad ang. This
was a characteristic feature, where the continuity of the aassa from the preceding swara
was coiled to the next with gamak and meend which was the main kriya of the been vadaan.
His slow alaap would reflect the dhrupad ang; the taans would consist of gamak and tappa
ang khatkas, thus revealing his expertise in an intelligent application.
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Alladiya Khan, in his time, was the only musician who knitted alaaps with taal.

Though in Been vadaan and dhrupad gayan, there is no theka in the beginning. But he kept
the vistaar in his gayaki, from the start, in a manner that maintained a constant union with
the taal. Thiswasindeed arevolutionary stride.

“Theaakaar yukt lagaav isthe most difficult technique of thisgharana. The more surprising
specidlity, beit an alaap, meend, any variety of gamak or even the most difficult taanpalta,
the technique and quality of aakaar do not change.”*®

" Taankari and Phirat - Variety in taans is another hallmark of the Jaipur-Atrauli
gayaki.

Alladiya Khan's phirat was intricate and difficult. In the quick spin of notes, there was
sometimes an unexpected halt that rested on the nuance of the khatka of the previous note.

Most stalwarts of that era equated Alladiya Khan’s taankari to aatishbaz like floral and
colourful fireworks. Hewould fling histaan like afirecracker only for it to come down in
astonishing decorative patterns. He designed his taans in a manner which had a wonder
element for the spectators, suddenly changing the course of the pattern in an implausible,
intricately intertwined string of notes just before arriving on the mukhda.

In every taan kriya and raag vistaar, Alladiya Khan's clever planning of new swarakrutis
showed through. The taans would expand, get wider and be enriched with balpech. His
arrangement of what taan should be, of what length and of how many avartanas, of which
swaras, how to arrive at the mukhda and with what variety of ‘swing’ etc. —all these would
flow naturally and effortlessly from the power of his genius. It was because of hislong and
sustained breath control that one would never find any gaps between his taans. His taan
patterns were remarkably well planned and his proficiency showed through them. Thetaan
that he sang was clear, aakaar-yukt with well-formed gamaks and with every swarain a
pointed pitch. The special gamak which he sang with startling ease and mastery in hisskilfully
trained voice, was not seen in any other musician.

Themusicians of thisgharana render their taanswith adifference vis-a-vis other gharan(s).
They do not render taanswith single notes. Instead, thereis a practice of forming groups of
two’s and three's and weaving patterns within these. More significantly, these patterns are
woven together with the laya thereby maintaining an incessant connection between swara
and laya. Interestingly, the taan commences giving an impression of being a straight taan
which suddenly takes atricky turn and then continues to grow in a circumvolution making

3 Marulkar N.R Sangeetatil Gharani, Pg.117
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coils and spirals, within the framework of laya, thereby leaving the listener completely
bewildered!

Mukhda and Sam- Arrival on sam, is, in any case, a significant happening, be it in the
tradition of Alladiya Khan or any other. But somehow the technique in Alladiya Khan's
tradition wasalways morearresting. Alladiya K han had specialized in composing the musical
phrasesin such away that they would automatically mergeinto the beginning of the mukhda
and reach the sam.

When the entire alaapchari is bound by rhythm, the prominence of the sam had to be
particularly outstanding. An exceptional feature of thisgayaki wasthe artistic compositions
and an adroit presentation of the mukhda. To maintain this sam-technique, he laid down
definite guidelines: The mukhda was to remain fixed and restrained to the exact number of
matraswithout any adjustments, which should further be connected with an accurate swing
of the notes, and then to the last note or phrase of the raag badat. It also must arrive
comfortably on the sam. In the application of thistechnique, the mukhda was only an extension
of the alaap, bolalaap, boltan or taan.

“Alladiya Khan's arrival on the sam has become a legend now”, says Baburao Joshi.
“Whenever Khan Sahib was about to arrive on the sam, the listenersin the front row would
actually rise from their seatsin excitement and then bow their heads. In those daysthiswas
away of showing respect and admiration. | have heard so many artistes perform but the
standing applause and adoration, that Khan Sahib received, especially on hisexquisite sams,
was astounding. It appears as though the audience was rising to welcome some esteemed
entity. This episode has left such an impact that even after fifty years, it has remained
fresh”4

. Bol taan Layakari- Every nuance of abol-taan, like all other aspects of his gayaki,
were also bound in laya. His bol taans were not only beautiful but aso lent his
khayals tremendous substance and weight of the kind of dhrupad-dhamar gayaki.
In short, every bol taan sounded like a small, beautiful compositionin itself.®

" Bol bant Layakari- In Bol bant the bols of the sthai wereto be sung only onceinthe
avartan in single or double time. To achieve this, the musician had to predetermine
the fraction of the matra from where it would start and arrive with precision before
the mukhda or with an aamad on the sam.

4 Joshi Baburao, ‘Alladiya Khan', Rajasthan Sangeet Natak Akademi, Jodhpur, Pg.- 22.
5 Tembe Govindrao, ‘Alladiya Khan Yanche Charitra’ (edition-1984), Pg.16
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The intricacies of the taal and divisions of every matra were fully understood and fine-
tuned by Alladiya Khan. The characteristic feature of his style was the importance of the
balance of every segment of a beat with that of the balance of every subtle happening with
each note. He was averse to inappropriate pauses.

“It isbelieved that during Tansen's era, the emphasis was on raag vistaar without thetaal,
followed by the dhrupad sung to the accompaniment of percussion. Khansaheb’s raag
vistaar was not only spread evenly in terms of weightage on every matra, but on every
minute part, even on the anaghat spots: This was a revolutionary step, further than
Sadarang’s.”®

According to Tembe “The secret of tantalizing both the uninitiated and the enlightened
audiencewith hismusic wasthe principle of laya’” where thelisteners experienced liveliness.

Dr. Marulkar says that Alladiya Khan's gharana has an independent and a specia laya
technique;® and he was the only musician at that time who chose to sing in difficult taals
such asadachautaal, jhaptaal, or dheemateentaal which were different from the Gwalior or
Agraschools favoured ektaal, tilwada, and jhoomra.

. Raags- AlladiyaKhan had avast repertoire of compositionsin numerousraags and
raagini. “Prior to AlladiyaKhan, it is believed that Maharashtra listened to simpler
raag(s) like Yaman, Shankara, Bageshree. The connoisseurs of music gave him credit
for introducing various combinationsof Nat Bilawal and Kanada to the Maharashtra
scene. It isno surprise that he was referred to as awonderful singer” °

“Alladiya Khan's selection was of complex and difficult raags like Bihagada, Nand,
Jaitashree, Nat-Bihag, Bhoop Nat, Basanti-K edar, etc. which were sung for thefirst timein
the Jaipur style’°

(Other rare raags that Alladiya Khan made popular were the Nat varieties like Sawani—
Nat, Nat—Mal haar, Shuddh—Nat, Nat—kamod, Kedar—Nat, Hem-Nat; Kanada varietieslike
Kafi—-Kanada, Raisa—Kanada, Nayaki—Kanada, Basanti—-Kanada; Khambavati, Jaijaivanti,
Lajvanti, Bibhas, Hindol, Basant—Bahar, Malashri, Hindol-Bahar, Khokar, Lalita—Gauri,
Gunkari, Tilak—-Kamod, Jhinjhoti, Sampoor na Malkauns, Paraj, Meera Ki Malhaar, kalyan,

6 Dharmavrat Swami, Mala Umajlele Alladiya Khan, Pg.68

" Dharmavrat Swami, MalaUmagjlele Alladiya Khan, Pg.68

8 Marulkar N.R. Sangeetatil Gharani, Pg.125-126

9 Ratanjankar S.N, SwargiyaAlladiya Khan,Sudha Rajhans, Rajasthan Sangeet Natak Akademi, Pg.11

1 Deodhar B.R, Mehroom Khansaheb Alladiya Khan, Sudha Rajhans, Rajasthan Sangeet Natak Akademi, Pg.15
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Jait—Kalyan, Khem Kalyan, Todi varieties like Lachari Todi, Bhaduri-Todi & Khat).

“Khansaheb'swas agayaki of balpech with difficult raags, difficult taalsand difficult taan
phirats-on the whole, it was a difficult gayaki!”*

Conclusion:

Undeniably, Alladiya Khan'sgayaki stirsthe musical intellect, giving asublime experience
of an eternal and unceasing musical flow to thelistener. Asmentioned earlier, thisisattributed
to the devout observance of the fundamental precept of sustained breath control along with
the purity of aakaar and afree-flowing voice thusilluminating the majestic grandeur, which
the Jaipur-Atrauli gayaki is so well known for.

‘Sur sangat raagvidya wasAlladiya Khan's mantra and philosophy of music. He strongly
propagated theideol ogy of amaran riyaaz meaning akhand sadhana or practice unto eternity.
He firmly alleged that a musician’s status was based on three significant aspects ‘ gavo,
bajavo, rijhaavo’ - sing to elevate the soul and that Riyaaz was the most crucial aspect and
the essence of musical pursuit.

Sur sangat, raag vidhaya,
Sangeet Pramaan,

Jo Kanth kar dikhaye,

Vako jaaniyae, Gunni Gyani.

Anudrut, laghu,Guru Plut
Taal mool Dharma Rakheyae
So aanchar sudh vaani.

The above composition of Alladiya Khan has the essence of his approach, doctrine and the
definition of what goesinto the making of an erudite musician. He felt that atrue musician
was he who mastered the shadja, the vadi-samvadi, had an in-depth understanding of the
raag, fractions of the taal and flawless enunciation of the poetic content, Alladiya Khan
was acombination of all these. He was acclaimed as the * Gayan Maharshi’ not only on the
basisof hisintellect but moreimportantly, because of hissustained swara sadhana. Alladiya
Khan's pride wasin having mastered the important tenets of the meend, gamak, and acharak
through his voice sadhana. Though he wasindicted for having created anarchy in theworld
of Hindustani classical music but looking at the bigger picture, it cannot be denied that his

1 Tembe Govindrao, ‘ Gayanmaharshi Alladiya Khan Yanche Charitra’, Pg.18.
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uncontained creative genius gave the world a gayaki which had numerous spectacular
dimensions. It was only because of this that he won applause and respect even from the
worst of hiscritics.

Alladiya Khan achieved the distinction of becoming the creator of a new gharana because
hisstylewassignificantly different from that of hiscontemporaries. ThedifferenceinAlladiya
Khan'sstyle ascompared to the two other prominent styleslike the Gwalior and Agraschools
which existed side by side was that this particular style was subtle and curvatured visavis
Gwalior and Agrawhich were ssmpler and uncomplicated, though the Agra style was more
complicated in comparison with the Gwalior style. The intricate play with rhythm was the
hallmark of AlladiyaKhan's gayaki, a style that was somewhat more difficult to grasp, and
req uired a person with an evolved musical intellect to comprehend its development and
subtleties and much more when imbibing and mastering it.

The style came to be known as the Jaipur-Atrauli style, the mystique of which left both the
audience and students bewildered.

The probable reason why Alladiya Khan's music had strong rhythmic foundations was
apparent because he came from afamily of established dhrupad singers. Hisfather Khwaja
Ahmad Khan was a well-known exponent of dhrupad gayaki and served in the court of
Uniyara, asmall state near Jaipur. Thefamily had migrated from Atrauli near Aligarh decades
before AlladiyaKhan was born. The amal gamation of the four banisin dhrupad had already
begun due to intermarriages and tutelage and Alladiya Khan in all probability grew up
absorbing them all in arestricted family environment.

It is evident that the formulation and presentation of this unique form had deep rootsin its
intricate traditional authenticity. There are reminiscences about Alladiya Khan's ancestor
Mantol Khan'sunrivalled ability to make hisaudience cry and even send them into atrance
with the magic of hisvoice. There are reported instances of Khwaja Ahmad Khan singing
adhrupad in Shuddh Sarang continuously for three hours. These aspects would be worth
considering as these may have been inherited by Alladiya Khan in Virasat.

There are references to Alladiya Khan's music taalim, which was strongly based on the
learning of bandishes. It was arequisite for an accomplished singer to be able to sing many
bandishesin the sameraag. For example, Jahangir Khansaheb’s anthology of over 25,000
bandishes in dhrupad, dhamar, khayal, and his unstinted generosity in imparting them to
Alladiya Khan iswell known. This could probably be a strong factor, which contributed
towardsAlladiya Khan's mastery in composing unusual bandishes of the kind much talked
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about amongst contemporary ustads from different gharanas as well as amongst the
connoisseursin music circles.

There are instances of trading bandishes as dowry in marriages instead of material wealth.
Alladiya Khan was known to have mastered over 15,000 bandishes by heart. What is
important to note isthe quality and the essence of the training he received, which also gives
aninsight into therelativity of what hisancestors must have possessed and al so what isnow
left with the present generation of singers of this tradition.

In crafting his individuality as a musician, the influence of powerful musicians and their
presence in his formative years could have also contributed a great deal towards his own
development and establishment as a musician of such high standing. Alladiya Khan has
clearly spoken of Hassu and Haddu Khan, Tanras Khan and Mubarak Ali Khan as great
sages of music, and the influence of Mubarak Ali Khan's music while structuring his own
style. The swing and playfulness of the rhythm and complexity of the pattern in the alaaps
and taans, the fusion of swara and laya and the tonal complexity, which became a
distinguishing feature of the Jaipur gharana, could have originated from Mubarak Ali Khan.
That AlladiyaKhan could not receive instruction from Mubarak Ali Khan dueto family and
gharana constraints was a matter of lifelong regret for him.2

Nevertheless, when structuring a new style, Alladiya Khan would have in all probability,
maintained the stronghold on his tutelage under his paternal uncle Jahangir Khan but
seemingly there was nothing really to stop him from considering various attractive elements
of Mubarak Ali Khan's gayaki which AlladiyaKhan may have wanted to blend into his new
style.

AlladiyaKhan's skill to construct unusual bandishes eliminating basic phrases or notes of a
raag while maintaining its flavour was not just a superior technique but also an example of
unparalleled musical acumen and excellence. The emphasis during teaching was laid on
capturing the soul of the raag through different bandishes and adherence to the criterion
laid out in the bandish during raag delineation.®® In the courtly culture of thelate nineteenth
century much significance was given to theidea of complexity, for what was sung or played
must be seen as being particularly difficult for othersto achieve. The basic requisite for an
aspiring singer was technical sophistication of a high order.

2Khan Azizuddin ‘My Life', Pg. 40

1 Though afactor which raised controversies among the music pundits Refer (detailsin Ch. Il (Ustad Alladiya Khan —
A Portrayal) and Ch. VI (Gayaki) H. Singh.Dr.Gurinder ‘ The Tradition and Contribution of Alladiya Khan to Hindustani
Classical Music’ 2002,
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Interestingly, the magnificent style that Alladiya Khan evolved had no resemblance to any
of the existing styles. The magnetic appeal and the novelty of hisstyle attracted and intrigued
students, performers and connoisseurs of music. It certainly must have been no easy task for
AlladiyaKhan to propagate and establish a new independent style and also have it accepted
inthosetimes. It wasindeed the genius of Alladiya Khan that he achieved this with much
success for he retained the soul of the music while adhering to the principles hallowed by
tradition.

Littlewonder, therefore, that the pundits have rightly conferred upon him thetitle of ‘ Gauri
Shankar’ of Hindustani classical music.

“The reason he was so-called was because he was the first musician who introduced the
phirat of the tappa ang taans before concluding the khayal and contributed positively to the
khayal gayaki of that period and took it towards completion and fulfilment of a thought
process.”

As a performer, Alladiya Khan won phenomenal acclaim. His success as a guru is aso
undeniable as his style of singing remained a predominant style, which reigned the music
world in north India much after histime.

Needless to say, that learning to comprehend Alladiya Khan's Jaipur-Atrauli gayaki has
been an absorbing experience, not only in terms of wanting to recognizeits minusculedetails
but also in terms of devel oping the entire perception, ideology and philosophy of one’sown
music. This can make one realize how important it isto be strongly rooted in tradition and
to have a consistent taalim spanning over decades. How important it is for one’s talents to
be honed, chiselled, carved and nurtured through stringent and uncompromising discipline,
how important it is to have a daily demanding and exacting riyaz regime; and how
painstakingly and meticulously every detail needs to be recreated to perfection. It is only
when rooted in tradition, does one sustain and evolves, setting new ingenious paradigms.

| had started out mainly with the objective to devel op aholistic understanding of the subject
S0 asto absorb the grandeur of the style. But in turn, it unfurled much more—It helped me
realize the importance of having an attitude and credence for one's own capibility and
believing in it.

It has indeed strengthened my belief in devotion, perseverance and commitment to the art
and abetted in understanding the philosophy and energy of ‘amaran riyaaz' the pathway to
Naadbrahma.

14 Dharmavrat Swami , ‘MalaUmajlele AlladiyaKhan', Pg. - 5
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Abstract: The effectiveness of Hindustani music is determined by the appropriateness of
time (as a part of the environment) besides the inborn template, the quality and intensity of
training. For centuries, the ragas of Hindustani music have been conventionally assigned a
particular time of the day/night or season. Thereisawaysaraison d’ érefor an established
convention or customary practice. The scientific reason behind the psycho-physiological
impact of time-based performance/perception of music has been discussed here. Studies
have been conducted about the constancy or variability of the psycho-physiological status
of humans, both intra personal and interpersonal, during different times of the day/year, in
order to assess her/his respective sensitivity towards music. The concept of associating the
melodiesto the time of day or seasonisalso found in other culturestoo like ancient China,
Arabia, and South East Asia but this system is not so elaborate in these places.

Origin and development of time theory

It appears that the association of araga with timeisasold asragas themselves. Inancient
musical texts, we find references to the prescribed time of Ragas.

“While describing the characteristics of the Gram Ragas (also referred to earlier in the
Natyasastra) in Sangeet Ratnakar, Pt Sarangadeva mentions the time and season at certain
places e.g., Madhyamagrama - Summer first part, Shadjagrama- rainy season first part of
the day; (Sudha)- Sadharita - first part of the day etc.

“ Another work, Sangit Makaranda (13th-14th C), contains Sokas to the effect, that he who
sings with the knowledge of the appropriate time of raga attains happiness, but those who
participate in the untimely performance of raga(s) become victims of poverty and a short
life.” (Bisht, 1985).
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In the 15th and 16th centuries Man Kutuhal and 1666 A.D. Rag Darpan (aPersian tranglation
of Man Kutuhal), raga(s) have been allotted specific times and seasons, e.g., Malkauns and
Hindol are meant for Spring and morning and Shri for Summer evening etc.

Regarding India, “the nucleus of time theory may be traced back to Vedic music” (Bisht,
1985)

“There are Samans not only for various seasons but also for morning, noon and evening.
Further, the five parts (Bhakti(s)) of the Samagana were related to the various stages of the
rain-from the appearance of cloudsto the stopping of therain.” (Bisht, 1985)

Fagirullah haslaid emphasisonit “When aRaga is sung at the appointed hour, itsimpression
on the audience is total, but if the rule is not observed, it fails to make any impression
whatever.”!

Surveying the southern works of the 16th and early 17th centuries, we find that they too
connected the ragas to specific hours is evident from the testimony of Ramamatya’'s
Swaramelakalanidhi (1550), Somnatha’s Raga Vibodha (1620 A.D.), and Wankatamakhi’s
Chaturdandi Prakashika (17th C) etc. (Bisht, 1985).

“The 17th C authorsof North Indian music have greatly advocated the time theory. Ahobal a,
in his Sangita Parijata, makes it a point to mention the time of the Raga even before
describing it:

‘Sarveshamapi raganam samayo atra nirupyate’

Then he classifiesthe ragas into five groups in accordance with the time at which they are
to be sung. The Significance of the proper time of renditionisfurther stressed by hisfollowing
remarks* akalaraganena jatadosamharatyayam’ i.e., it (MeghaMalhar) wards off theevils
resulting from the singing of ragas at improper times. This remark confirms that rendering
of ragasat animproper timewas strictly prohibited. Lochana (last quarter of the 17th century)
and Bhavabhatta (1674-1709), etc. are also unanimous on this point.” (Bisht, 1985)

“It is evident that the time theory has a very old tradition. In ancient times, it was not so
elaborate, but by the medieval period, it had become quite specific. At present, thetheory is
extant only in Hindustani Music.” (Bisht, 1985).

A tradition that originated in the Vedic era and continued to evolve until the 20th century
speaks volumes of advantages that must have been observed not only when the tradition
was started but also in the duration of its detailed devel opment, extending over thousands of
years. However, all these are only observational records about the time-raga association
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without any in depth elucidation of the reason thereof.
Search for Basisof Time-Theory

Hindustani musi col ogists have divergent viewsto explain the basis of timetheory. According
to Sir William Jones, “the velocity or slowness of sounds must depend, in a certain ratio,
upon the rarefaction and condensation of the air...” but disagreeing with him Capt. Willard
saysthat it is the “usage of the country, established from time immemoria.” K.D. Banerji
opines, “The tradition of singing Raga(s) and Ragini(s) at determined times of the day or
night is purely afigment of imagination.”

In‘Anenquiry into raga-time association’ by Lath (1987), while discussing the connection
between musical forms (giti(s)) and an assigned hour of rendering them as given by
Nanyadeva, the author interprets the word ‘ Shreyovisheshaya’'? of Nanyadeva as religious
merit which isnot such agood trand ation of theword ‘ Shreya’ as the English word *good'.
Shreyovisheshaya thus means * special goodness' which could beindicative of the enhanced
probability of achieving the desired objective viathe maximality of impact. Again, at another
place, Mukund L ath interprets the word Shreyovisheshaya as ‘ alittle more auspiciousness .
It may be noted that auspicious also, though impliedly, means good. He says, “A rule... and
turns easily into established convention or customary practice.” Is not the entire human
behaviour nothing but a sum of the established conventions and customary practices?

The variations observed in the detailed social practices in different geographical regions
speak only of the merit ensuing from such variationsin that particular locality. Wisdom lies
not in rejecting those variations but in investigating the basis of such merit. It is easier to
demolish at any time an edifice built after centuries of constructive contributions made by
stalwarts like Nanyadeva, Sharngadeva, Ramamatya, Somnatha, Wankatamakhi, and
Bhatkhande etc. than to toil for working out the scientific basisif any.

Dr. Krishna Bisht rightly points out, “....... this tradition would be more honoured in
observance than the breach. T.S. Eliot has said that atradition ought to be preserved when it
isgood. In my humble opinion, the tradition of timetheory isnot merely good but very good
— excellent, and therefore it must be preserved. So long as no happy results flow from
demolishing atradition, there is no point in such demolition. The raga(s) are so numerous
that their systematic classification into a few groups saves the learner from confusion and
the concert from being amedley of raga(s). It prepares the mind of the listener. The deeply
ingrained habit — the Samskaras - helps amood and establish rapport between the artist and
the audience... The very fact that the time theory has survived over the centuries speaks
volumesin its favour.”
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I nfluence of scientific advances

Theimpact of recent scientific advances seemsto have influenced musiciansto also search
for the rationalization of the time theory on factual scientific grounds instead of upholding
it merely for reasons of ‘upholding the tradition’ for sentimental reasons.

According to Bhatkhande, (1974), “ Stated times of the night and day are assigned to particul ar
raga(s), according to a design that might suggest a psycho-physiological basis.”®

However, Lath (1987) states, “He (Bhatkhande) never, so far as| know, spelled out what he
wished to indicate by speaking of such abasis’*. He further points out that no one has ever
tried to display and work out in proper empirical detail, the psycho-physiological basis
which he believed was the ground for the raga-time connection. Mukund L ath seemsto be
satisfied only by raising the question rather than attempting to examine the inconstancy/
constancy of the psychophysiology of a man which depends on his entire expressive and
cognitive activity. What Bhatkhande probably wished to indicate but could not spell out for
want of familiarity with the shifting expressiveness and cognitive sensitivity of a man as
indicated by 24-hourly (circadian) and yearly (circannual) cycles of different indicator
chemicals presented here-under after a brief resume of the time and the associated raga
characteristics.

Time-dependent grouping of the raga(s)

In modern times, after making adetailed analysis of the raga(s) of the North Indian system,
scholars have formulated two groups of ragas which are assigned to a particular time of the
day or night. Theraga(s) with Komal Re Dha and Shuddha Ga Ni come under the first and
are to be sung at the commingling of day and night (Sandhiprakash raga(s)). The raga(s)
with Shuddha Re Ga Dha come under the second category which are to be sung after the
twilight raga(s). The raga(s) having komal Ga Ni come under the third assemblage and are
sung after the second category of raga(s). Further Tivra Madhyamisindicative of theevening,
while Shuddha Madhyamis of the morning time. If the Vadi isin purvanga, it isan evening
melody and if it isin the uttaranga then amorning one. However, there are some exceptions
too.

Such results appear to emanate from an attempted analysis (by Bhatkhande, according to
Mukund Lath) after the tradition of singing raga(s) at the prescribed time had established
itself. This must have been due originally to the observed maximal effect and not because
the swara(s) were the *a-priori’ requirement of such raga(s) within any group asis usually
implied.
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Bhatkhande's analytical study of the raga(s) resulting in pointing out the occurrence of
certain particular swara(s) in the raga(s) sung at particular times could be analogous to
working out the grammatical rules after a language has established itself. Subsequently
these rules are readily available for the ease of students who begin to learn the language.

The ragas that could not conform to the worked-out commonality continued to remain as
exceptions.

In old texts, there has been amention of some raga(s) which could be performed at any time
(Sarvakaliya). For example, in Sangita Parijata, a score of such ragas is mentioned.

Thiscould further beindicative of the fact that the instances of raga(s) with aimost the same
impact, irrespective of the time of their performance, had to be designated as Sarvakaliya
suggesting that no element of fanaticism or irrationality wasalowed to influence the decision-
making process involved in the grouping of ragas or working out their intragroup
commonality.

Earlier, musicians could not observe the time rule on All India Radio because round-the-
clock broadcastswere not in vogue. However, later such broadcasts becameanormal practice
onAll IndiaRadio, resulting in such restrictionsfading away. Further aninconvenient fanatic
adherence to the time theory need not necessarily be preferred over the convenience of the
broadcasting timings. Adjustments are always conducive to the growth of any particular
system.

In olden times also, the raga-time rule seems to have been allowed flexibility:
“rangabhumau nripajnayam kaladosho na vidyate™®
i.e., thelaw of time may be violated on the drama stage, or by the king’s order.

Thisis proof of the fact that, asfar aspossible, it is better to adhereto the requirements of
the time theory but not to the extent of irrational fanaticism.

However, the scientific basis of thisrequirement isto bethoroughly researchedintherelevant
physiological system for which the maximal impact of music hasto be created.

Human physiological processesin relation to timetheory

Moreover, abetter approach to scientific study seemsto be an extensive scientific search on
the functioning of human physiological processes, particularly those that might serve as
indicators of the effect of different times of the day and/or seasons of the year on the neuro-
endocrinologically mediated changesin perceptual sensitivity and expressive activity.

Sincethetimetheory advocates, though impliedly, that keeping theimpactor(musician) and
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theimpacted(listener) constant, the Raga of theimpacting material should, ideally speaking,
change with time; the best approach to locate a scientific basis, if any liesin ascertaining
whether throughout the 24 hours, the impactor and the impacted a so change physiologically,
neurologically, psychologically, and endocrinologically or not.

While quoting Ibn Sina, Curt Sachs writes, “As early atheoretician as [bn-Sna (980-1037
A.D.) protests against comparing musical ratios with the stars or with mental states, since
thisis the habit of those who do not keep the various sciences apart nor know what they
directly or indirectly include.”

Even this argument is outdated particularly in view of the grand unification theory as
envisaged by Einstein foreseeing all time-space-causality created matter and energy asthe
non-dual singleness. The artificial boundaries that kept sciences apart are fast losing their
distinctness asis evident by the appearance of many interdisciplinary fields of knowledge—
biochemistry uniting biology and chemistry and bio-physics merging biology and physics
respectively. A recent example is that of combining a fine art (like music) with science
(psychology) in psycho-musi cology taught in Sweden and Germany. Ibn-Sna’s protest against
comparing musical ratioswith stars and mental statesisjustified because such comparisons
are not substantiated by reason. But this must not be taken in any way as having any bearing
on the validity of the time theory of Hindustani music, the sole objective of which is to
recommend the time (of performance of ragas) most conducivefor the production of desired
impacting potential, keeping in view the circadian and circannual changes (indicative of the
expressiveness of the musician and sensitivity of the listener) within the human.

The inquisitiveness evokes ideas both for and against the time theory of Hindustani Music
(and recommendation to uphold it - Bisht 1985) has proved to be of immense value as a
source of inspiration and stimulusfor undertaking the extensi ve scanning of diverse scientific
disciplines for explaining the underlying yet hitherto unidentified reasons that might have
led to the origination, growth and development of what we call the time theory of Hindustani
music. This may not only result in specifying exactly Bhatkhande's psycho-physiological
basis, but also (what Mukund Lath calls) spell out the possible underlying ‘basis'.

Convention and its merit
The foregoing discussion leads to the conclusion that

a The initiation of a convention or customary practice (here the time theory) cannot
happen without any perceived advantage.
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b. The continuation and reinforcement of the convention or customary practice will

depend on the continued concomitance or association of the advantage.

C. The advantage for the alotment of time for the performance of a raga must have
been no other than the maximality of the impact/effect produced.

d. Impact or effect emanatesfrom and isreceived in the psychobiological system (here
man) that changes internally with the time, repeating itself in a circadian manner.
Hencetheterm"chronobiology"” issuggestive of theinternal biological clock within
man.

e Therefore, the performance aswell asthe sensitivity-dependent effect of aparticular
raga will also change with time because of the associated sensory or
psychophysiological changes.

Hence, the test of the validity of time theory isthe optimality of the effect on the audience.
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Abstract : The Musicindustry has always been associated with the entertainment business.
Asthe latter keeps on changing its horizon, music also has to adjust to new challenges and
opportunities. This tug of war between musicians and their promoters, show managers,
producers, broadcasters, sponsors, patrons etc., continues. On one side, there are artists,
accompanists, arrangers, etc, and on the otherare show managers, studios, music companies,
electronic media, and other market forces that control and sometimes curb music. This
struggle has been prevalent from the very beginning of our cultural evolution but presently
it is more dynamic and diverse. Hence, it needs a thorough review. The same has been
analysed in this article post-independence.

Introduction : Inthisarticle, wewill deal with the entertainment aspect only aswe need to
analyze the entertainment industry.

Traditionally, music has been connected with entertainment. Sangeet Parijat describes two
objectives of music, one of which is entertainment. Various folk traditions of music have
been a key source of entertainment even when there was no internet, no mobile phones, no
laptops, no electronic media, etc. Music was the cheapest and most effective pass time
during theinitial days of human endeavour and aspiration. Mothers use lullabiesto get their
babies on sleep. Peasants sing to get relief from fatigue and inclement weather while they
work hard ontheir farms. Many folk traditions originated when workers and peasantswould
sing their hearts as they worked in tough climates and unfavourable working conditions.
The tradition of singing folk songs is one of many such practices that evolved as hard-
working labourer expressed their emotions by singing and dancing. Even a baby claps and
moves her limbs to express happiness or irritation at the circumstances she encounters.
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Musical melodies are an expression of our sentiments and emotions. Playing them on a
musical instrument, singing a song, or listening to one’'s favourite music gives menta
satisfaction.

What ismusic?

Generally, singing asong, or playing its tune on some instrument, is considered as creating
music. There is a saying, “Singing and sobbing are known to all.” Most of the common
massesthink that singing ismusic. They associate it with singing songs or playing the same
on an instrument.

However, when it comesto musicians, music isawell-defined concept. The artists consider
itasafineart. Onthelist of thefivefine arts, music and literature are at the top. The Indian
philosopher and thinker Bhartrihari reveals the same as follows,

“ Sahitya Sangeet Kala Viheenaha, Sakshat Pashuh Puchcha-vishaana heenaha”

Meaning, those who live without music and literature, are like animals without horns and
tails.

Dr. Radhakrishnan, the great philosopher/teacher and theformer President of Indiastated in
his famous book that a poem expressed perfectly and charged with sentiment, becomes a
musical genre.

Musicisafineart that involvesrelatesto singing, playing amusical instrument, and dancing.
In music, the medium of expression is sound. All sounds are not musical ones. Musical
sounds are said to have certain characteristics like softness, pleasantness, clarity, etc. The
sounds used in music are thus called ‘Naada'. Naada is expressed through musical notes.
These musical notes do not have any substantial relevance for the layman. The masses do
not ponder over the minuteideaslike the accuracy of musical notes, the pitch, the composition
etc. They just likeor dislikethe musical compositionsthey listen to. Therefore, the concepts
like the composition, ‘ Svara Sadhana’, purity of Raga, the perfection of certain techniques
etc, which are very important to a music critic but do not have much significance to the
Masses.

Thus, music is expressed through the medium of sound. The pleasing sounds or ‘naada’ is
expressed through avariety of musical notesthat have evolved over the ages. Thesemusical
notes create music. We can use the vocal cords, which are gifted by Nature ,or the man-
made musical instrumentsavailablein different shapesand sizesto create music. Sometimes,

Anidealist view of life, Dr S. Radhakrishnan, P.91-100.
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the musical notes are created just by whistling; here, one can adjust on€e's lips to create
different musical notes. At present, the western world considersthe art of dance unique and
separate from music. However, herein India, thetrifectaof vocal music, instrumental music
and dance are included are the same art of music.

Many artists submit that one can polish an artist to perfection, but the artists cannot be
created; they are born through the grace of God.

For the masses, artsin general and musicin particular, makethe artists glamorous. Everybody
isinfected by genuine and pleasant music. Subsequently, everybody wants to learn it and
wishesto mastery over theart. But inthe opinion of Shri L. K. Pandit,?inthe music I nstitutes
wedo not create’ Tansens' but ‘ Kaansens . Every learner of music cannot necessarily become
an artist, but he/she surely can become * Kaansen’ [the appreciator of music].

On the basis of the above description, the art of music can be associated with two basic
components. the creator of music [the artist] and the listener, or audience. The linking
medium that connects these two is the art into form. There are numerous forms of music
which have been categorized by musicol ogistsin different classes. Some of them, for instance,
are: popular music, folk music, film music, light music, devotional music, and last but not
theleast, classical music. Classical musicisfurther divided into classical and semi-classical
music. There are different classes and types of musical forms.

Historians tell us that man used to produce different sounds during different experiences —
joyous, sad, passionate, soothing, etc.® Nature has been our great teacher. Man has learnt a
lot from nature. He imitated the sounds that he used to hear around him. The sound of
thunder, the chirping of birds, the grunting, and shrieking of different animals, etc, became
theraw material for thevocal training of human beings. Hence, whatever voices he produced,
his partners guessed his state of mind from them. This guesswork led to the devel opment of
akind of verbal communication, which finally opened our doorsto linguistic skills. Music
also came from natural sounds.*

In Sangeet Parijat also, Pt. Ahobal has proposed two objectivesof music. Namely, Janranjan,
that i.e. for entertainment and BhavBhanjan, that is emancipation.

2 Former Associate Professor in the Department of music, Delhi University and also, Former Programme Executive, for
All IndiaRadio, L. K. Pandit has been an eminent vocalist and A Grade artist in Akashvani.

3 Story of Civilisations, Richard Toflar, P.32.

4 See Sangeet Ratnakar, Pindotpatti Prakaran of the 1% Chapter.
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Though we know that music has been used by our ancestors mainly for entertainment
purposes, the entertainment industry grew slowly but steadily during theindustrial revolution.
Before the revolution, entertaining artists earned their living, but it was not organized in a
manner that we could consider the entertainment industry. Soon after theindustrial revolution,
things changed drastically and entertainment evolved as a specific industry. In medieval
times, music concerts had begun to take place in Europe and elsewhere. In India, we had
two different streams of musical entertainment. One was related to Durbars and the other
was temple music. A third stream was also evolving in rural areas. Folk traditions of music
and dance were getting organized slowly. Though these communities relating to folk music
were marginalized, as the historians put it,° they were invited to socia functions and
ceremonies to entertain the rural masses.

We will deal with the present status of the entertainment industry and hence will not go into
its historical aspect. We shall also keep our discussion limited only to the Indian context
only.

Background

Before coming to the present era of entertainment, let us have a glimpse, some taste of its
status during our freedom struggle. As Europeans came to India, they gradually controlled
Indian political space, and influenced our cultura traditions. From Goa to Pondicherry,
Church music evolved as our local folks got converted to Christianity by European
missionaries. Christians, Jews and Parsis learnt Western forms of music and spread the
samein coastal India®

As the 20" century ushered in, cinema came to India. In 1933, the first talking film was
produced in India. Cinemabrought new opportunitiesfor music artistsaswell as composers/
arrangers of music. Till thistime, recording capabilities had been spreading throughout to
our country, and many sound recordists have established themselves as sound specialists.
Thus began the entertainment industry since film music had to be made available for the
elite classes of Indian society to purchase. Recording companieslike HMV had established
officesin India and retail stores had opened. Film Industry initially came out in the cities
like Calcutta and Lahore but ultimately this industry shifted to Bombay or Mumbai as we
call it presently. Since then, Mumbai has been the City of Dreams. Each day, many men and
women of all ages catch trains from almost all corners of Indiato reach this multicultural

5P 121-125, History of arts and artists, another side. S Majumdar.
5 Apr 23, 2015. Sansad TV. Youtube link: https://www.youtube.com/watch?v=AO5ZH67L Q-4
7 https://hmv.com/blog/musi ¢/100-years-of -hmv-our-story-so-far
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and multi-ethnic metropolis. The objectives may be different for different people; but the
target isthe same —to get to Mumbai and try their luck. Most of adolescents run from their
native cities/villagesin order to become actors or actresses. Some wish to become singers.
The essence of al thisisthat everybody isinfluenced by the glamour and glitter of the great
metropolis of Mumbai.

All activities with regard to cinema and popular music begin in Bollywood. It is not that
other parts of India have nothing to do with these activities. There are other film cities too.
And there are other localities al'so where popular music is composed and recorded. But the
film industry as well as the music industry have made their strongholds in Mumbai, not in
recent years, but from the pre-independence era. That iswhy, when one hasto study thefilm
and music industry, he/she has to turn to Mumbai. Mumbai is a city of ambition, founded
upon an island created by human labour and home to vast disparities and contradictions.
For the past eighty-odd years, India’s popular music industry has been dominated by film
songs from Mumbai. Recently, a new category of national popular music, Indipop, has
emerged in tandem with economic liberalization, the rise of satellite television, and the
growing significance of the global Indian Diaspora. The word “Indipop” has been used in
an article, by Peter Manuel .2,

However, Indipop has struggled to achieve widespread success and remainslargely aproduct
of urban, middle, and upper class experience. With roots in the cosmopolitan, westward-
looking at the culture of Mumbai’s English-educated middle classes, Indipop music cannot
merely be dismissed as an example of western cultural imperialism in India. Rather, the
sound of Indipop evokesapractice of individual consumption and international consciousness
that, although connected to global capitalism, isthoroughly tied to the unique histories and
experiences of professional musicians and music marketers in Mumbai. Through
ethnographic and textual study, thisanalysisprovidesasocial history of Indipop in Mumbai
and astudy of the dynamic and contested manner in which artists and promoters construct a
meaning for this new genre. Finally, the struggle of these individuals to connect with wider
domestic and international markets parallelsthe anxiety felt by many of the country’surban
elites struggling to understand their role in contemporary Indian society.

In the Indian Subcontinent, popular music or pop music asit iscalled in short came through
the music of the cinema.

8“Formal Structure in Popular Music as a Reflection of Socio-Economic Change” Published in “International Review
of the Aesthetics and Sociology of Music”, Vol. 16, No. 2. (Dec., 1985), pp. 163-180. Stable URL: http://links.jstor.org/
sici?sici=0351-5796% 28198512%2916%
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Bollywood, which Mumbai is synonymous with, has played an important role in shaping
and developing the entertainment industry. Film music changed the scenario by initiating
the art of writing musical compositions. Thisis also noteworthy because the film musicin
Indianeither could be included in category of the classical music nor could it be called folk
music. In fact, it borrowed immensely from al kinds of music. Be it folk music, Raagdari
music, devotional music, Sufi music, regional music, or western music. That is why; the
film songs had the glimpse of all kinds of music. Thus, these kinds of songs cannot be
included in a specific category. To solve the problem, the film songs were called popular
music. In fact, this music has to be very popular. Soon it made its place on al channels of
music. All the mediawasfull of film music. Radio, television the recording industry and all
mediathat was related to music directly or indirectly, gave remarkabl e space to film music.
Common peopl e, who had never thought of learning music, began to sing the moviemelodies;
it made its roots deep in the masses. The rikshaw-walas, hawkers the vegetable sellers and
the drivers of different vehicles and people of all strata of society danced to the tune of the
movie songs. The popularity of film music was such that initially, it wasimpossible to make
afilmwithout songs. The popularity of afilm depended very much on Indiaover the popularity
of its songs. That is why; there is nothing wrong if film music in Indiais called popular
music.

Although movie melodies are also an inseparable part of Indipop, initialy, jazz, and fusion
have influenced our music. Film music is affected by these forms of music too.

Jazz music influenced Indian popular music and showed aunique way for its new taste and
tanner. However, Jazz got a new dimension in Indian environment. That is why; various
new streams of Jazz came out in different tastes and forms. Indipop borrowed many of its
propertiesfrom Jazz but, in turn, gave many thingsto it too. (Wim Van Der Meer: Hindustani
Music in the Twentieth Century, PP. 101.)

Gradually, Indipop separated itself from thefilm industry, though, not fully. Many pop singers
began to release private albums. In 80’ sthefirst such private Album got very popular in the
Indian subcontinent. It was titled, “Disco Diwane” and the artist was a new talent from
Pakistan — NaziaHassan. Later on, UshaUtthap, Sharon Prabhakar, Baba Sehgal, etc., came
up with new and innovative music albums. Morerecently, great pop starslike Daler Mehndi,
Hemesh Reshamiya, Shilpa Rao, Mamta Sharma, Shaan, Honey Singh, etc. have brought a
phenomenal change in the field of Indipop.

Some classical musicians are aso trying their luck in the field. Eminent classical musician
Shubha Mudgal has released several pop music albums. Sufi singers are also coming with
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pop abums. There is no specific definition of Sufi music. Every singer who sings romantic
songs tends to label him/her as a Sufi singer.

These newly emerging pop artists have brought about many remarkable changes in the
presentability and production of music. The songswhich previously were composed keeping
in view the listening skills, now have become so visual that sometimes, words just do not
matter. Music is regulated by market forces these days.

Commercialization of music

Like everybody €else, musicians aso have the right to earn from the art they possess. After
all, they have to do something to live adecent life. Music isnot only an art form but also a
profession. It isthisaspect of professionalism in music that inspires musiciansto make their
art more presentable and more sellable. Without these basic properties, there is nothing left
for them. In such a scenario, musicians have to make several compromises asfar as artistic
value is concerned. The problem begins at this very point.

It has already been established that popular music in Indiais mainly based upon the movie
melodies. Film industry needs musical compositions suitable to the story of the movie.
Therefore, musicians do not have enough liberties while working on a film. They have to
abide by the guidelines set by the director of the film.

Asthefilms are filled with scenes full of vulgarity and violence, the musical composition
should reflect the same. Thisleadsto songslike"Munni BadnaamHui", " Sheela Ki Javani”
etc., with no artistic value but great salability.

Presently, there are several reality shows being telecast on different TV channels where the
producers of the show claim that they wish to search for a certain kind of singing talent.
Several auditions are conducted in different cities in the name of such TV reality shows.
The selected candidates have to go through awell-set singing criterion. Moreover, to make
the show more participatory, the viewers are asked to send SM Ssin favour of the candidates
they like. Thisleadsto some fraudulent practicesrelating to the benefit of the networks that
provide service for SMS. The candidates purchase SM S cards and distribute them amongst
their friends and relatives in order to make as many SM Ss as possible.

Sometimes, this search for new talents targets even little kids as young as five years old.
Recently, areality show titled “Indian Idol Junior”, telecast on Soni TV, presented afive -
year-old girl for the audition. She sang the popular song, “ Pallu Ke Peeche Chupa Ke Rakha
Hai”. As the judges objected on account of the vulgarity, she presented another shocker —
“Chiknee Chameli”. Finally, though she was not selected for the show, yet it reflected asto
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how badly our kids are being influenced by the commercialization of the music industry.

Now, the question arises as to what is the purpose of a song. The basic definition of music
seems to have no substance with regard to the present state of Indian popular music. Every
artist who comes to perform in the form of popular music has just one target — to earn as
many bucks as possible. For this, he/she forgets everything but the “popularity Massala
mix” that has the capacity to sell the music album. This masala consists of sexy words,
provocative visuals, and overall an exciting video. The art of music is fast disappearing
from this popular medium. The aspect of artistic beauty iseasily forgotten in the madness of
selling the “ product” and earning as much money as possible.

Branches of the Entertainment Industry

Asfar asmusic is concerned, we presently have these important branches of entertainment.
Though there may be many more but | mention here only those that need attention and
further studies.

Entertainment Branches

1 Recording Industry— It began with metallic records for gramophones. Then came
Records for record playerswhich were called L. P's. Gradually, tapes and cassettes
evolved, and presently we havedigita recording through computerized studios. These
new tools have made music production very easy, and presently we can download
music of our choice through the internet.

2. Film Industry — We have talked a bit about films or the cinema industry in this
article. It gave shelter to musicians, composers, lyricists, music producers and sound
editors etc. along with the traditional dance streams, it patronized folk and popul ar
dance forms too. Artists related to instrumental music also get employment in the
film industry. So many lives are getting their bread and butter through this.

3. Recording companies—music sellerslike HMV, T series, Times cassette etc., evolved
intime and are fading now dueto afall in demand for cassettes and recorded tapes.
Mobile phones and computers have filled in the gap very efficiently.

4, Recording studio — Initialy, there were many big studiosin Mumbai and elsewhere
in India, but gradually, digital recording came and studios were started and installed
insmaller citiestoo. Regional entertainment industries evolved dueto regional cinema
coming into being. Tollywood, Kollywood, and many more such regional aspirations
arerapidly evolving.
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Conclusion : The entertainment industry has transformed our music into an ever-changing
popular stream of music. This needs avery thorough examination, and abook can easily be
composed on the topic. However, let me state here that the entertainment industry has
always been sympathetic to our traditional classical music. Many cassettes and CDs have
been launched by various music companiesinvolving great musicianslike Pt. Ravishankar,
Pt. Nikhil Banerjee, Pt. Jasrgj, Ustad Bade Ghulam Ali Khan, etc. but as new technologies
came into being, the era of cassettes and tapes ended. Now, we can listen to our favourite
artists on youtube and other such platforms.

On the other hand the entertainment industry has been responsible for creating various new
new ways of regulating music. Show managers who arrange and organize music concerts
and shows in India and abroad, Stage managers and choreographers who look into stage-
related issues, and Sponsors who foot the bills of the expenses inccured. We cannot ignore
these professionals, without which the artistswill hardly survive. They are like the modern
patrons of our music.

Finally, let us conclude that our music is bound to take new shapes and touch new horizons
in this eraof an ever-changing entertainment industry in India.
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Abstract : Learning the sound dynamics of amusic piece helpsamusician in the pursuit of
composing, recording and presenting music of higher quality. The most effective way to
create efficient environment to present music before an audience depends largely on the
placement of microphones and speakers in an auditorium or a recording studio. In this
work, an understanding of concepts of constructive and destructive interference on the
superposition of sound wavesisdescribed which will help amusician to creatively improve
his performance. An experiment is conducted to calculate the absorption coefficient of
different sound-absorbing materials. Knowing the physics of sound-absorbing materials
will help composers to design their studios.

Introduction : Music is expressed only through the medium of sound. Sound can be
distinguished as musical and non-musical. A musical sound is a perfectly continuous and
uniform sensation, while noiseistheresult of irregular and distinctly perceptible alternations
of various kinds of sounds. [1]. The dynamics of sound are the variation in loudness which
occursinamusical passage. Dynamicscomeinto thepicture at all the stages of the production
of music, itsrecording, and arrangement.[2]. It plays an important role in mixing when the
composers use compression and expansion, limit the range, and use noise gates [2]. The
study on the technical details of compression techniques used in the production of music
anditsrecordingisreportedintheliterature[3]. Anderset a. [4] did research on the prediction
of the perception of the performance of dynamicsin music with the help of ensemblelearning.
L ots of research isdone on the use of sound dynamicsfor the production of music, its effect
on acoustical parameters, absorption, loudness, etc. [5-7]
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In the current research work, the different aspects of music arerelated to the basic physics of
sound. Thiswill giveyou aknowledge of sound dynamics, whichisessential for amusician
to successfully create an ambience to display beautiful music that can be heard clearly and
is soothing to the ear.

2. Experimental

2.1  Experimenta observationsweretakeninastudio. A group of research studentsvisited
astudio and listened to the sound coming out of two speakers, placed side by side, and then
after shifting the position of one of the speakers. The position of the listeners was the same.
The students heard the different intensiting of sound at different angles in the same room.
Then the arrangement of two audio sources was kept constant, and the sound was heard by
standing at different positions in the same room. At some points the sound was loud, at
some very frail and at some, totally no sound.

Table 1: The observationsat different positions of speaker keeping listener at the same place

Situation | Position of speaker 1 Position of speaker 2 Observation

1 A B (same phase) L ouder sound

2 A C (opposite phase) No Sound

3 A (blocked) C (opposite phase) Sound heard

4 A D (same phase, L oudness decreased
Moving back)

5 A E (same phase, Moving | Loudnessincreased
back further)

2.2  Tofindthe absorption coefficient of potential absorbing materialsfor sound waves,
an experiment is performed in the laboratory. The block diagram for the experimental setup
isshowninFig[1]. A headphone connected to an audio generator worked asasource, while
amicrophone received the sound after getting reflected from the experimental material. The
intensity of our coming sound was noted in decibels keeping the amplitude of the input
signa to be constant. The frequency of sound was varied from 200 Hz to 10 KHz and
intensity measurements were done. The experiment is repeated for different materias, like
cotton, foam, egg shell, and egg tray.
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Channel
Source of Sound - 4 > Detector

Absorbing material

Figure 1: Block diagram of the experimental setup used for measuring the absor ption Coefficient
3. Results and Discussions

Theword Nada isderived from two syllablesNa and Da. Phonetically, theletter Naindicates
life, and Daindicatesfire. Therefore, Nadaisthe combination of lifeand fire. There aretwo
types of Nada- Ahat Nada (produced by striking two objects together), whereas Anahat
Nada (the sound Omnipresent without any external factor and is related to the human ear).
[8-9]. Theword ‘ Shruti’ comes from the ancient Sanskrit saying “ Shruyate iti shruti”: what
isheardisa‘Shruti’. Thisispossible only if we ‘stay’ on a Nada (Nyasa) which alowsthe
human ear to recognize it as a specific ‘musical’ note.

The loudness of human voice is dependent on the structure of the vocal cords and the
frequency depends upon the vibration and elasticity. Even with riyaz(practice), frequency
of the sound of a human cannot be altered. Although the audible range of the frequency is
20Hz to 20000Hz, the most soothing sound for humans ranges from 400-1000K Hz.

Sound waves are also agood exampl e of spherical waves. When abody or an object vibrates
or oscillatesin amedium, asound waveisproduced it wavetravels inall possibledirections.

The characteristics of any musical sound depend on its loudness, pitch, and timbre.[8]

I ntensity: Themagnitude or intensity signifiesalouder, weaker, greater, or smaller amplitude
of Nada. Theforce used determinesthe characteristics of Nada. The amount of sound energy
crossing per unit areaper unit timeistheintensity of sound. Theloudness of asound depends
upon theintensity and the sensitivity of theear. It isproportional to the square of theamplitude
and surface area of the sounding body. If the source of sound produceswavesin all possible
directions, then the intensity of sound can be calculated by the inverse of sguare of the
distance between the source and the listener. [10]
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Pitch : The pitch of the sound indicates ahigh or low Nada, depending upon the frequency.
A source of high frequency produces a shrill sound, while low frequency produces alower
Nada.[10]

Timbre: Different mediums/sources have different sounds. The timbre or quality of the
sound hel ps usto distinguish between two soundsthat have the sameloudness and pitch.[10]

a = Amphitude
A = wave length

* t(time)

Figure 2: Representation of a sound wave

Figure[2] is a representation of a sound wave with its amplitude and wavelength. The
maximum displacement of apoint or the peak is called the amplitude. The distance between
two peaks of awaveiscalled, its wavelength.

3.1  The experimental observations in Table 1 are related to basic concepts of physics
and sound dynamics. When two or more waves of sound are coming from different audio
sources interact with each other at the same instant, they superimpose. A resultant waveis
produced, which isthe sum of all the different waves. This process of physicsis known as
Interference.[10]

Situation 1: When both audio sources are side by side such that two waves are coming from
two different audio sources with the same frequency in the same direction. [fig 3a



Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No.43 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

| I_ a

| | I ::I

+ - ‘
| i
(a) (b)

Fig 3: Superposition of two sound waves with zero phase difference

Then the resultant wave reaching us have of similar characteristics as the original waves.
However, its amplitude will be higher, fig [3b]. This is called Constructive Interference.
When the path difference between two waves is an integral multiple of the wavelength,
constructive interference takes place, and amplitudes are added up.

The path difference = n&, where n is an integer

Situation 2: If two audio waves of the same frequency, moving in the same direction and
having a phase difference of 180° [figda] superimpose, they would result in destructive
interference. Theresultant wave, whichisthe sum of two waves, will casuetotal destructive
interference if the phase difference is exactly 180° the and the amplitudes of the original
waves are the same [fig4b]. The path differencein thiscaseis

Path difference=(2n-1) €/2, where nis an integer

IJ.

(a) (b)

Fig 4: Superposition of two sound waves with 180° phase difference
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Situation 3: If one of the speakersisblocked, then the resultant wave will be the same asthe
original wave coming from the unblocked speaker [figure 5]

4
I

(a) (b)

Fig 5: Explanation for situation 3

Situations 4 and 5: If speaker 2 is moved backwards keeping the position of the speaker 1
the same, there will be regions of constructive and destructive interference. Whenever, the
path difference between travelling waves is an integral multiple of the wavelength the
amplitude of the sound will be high, otherwise low in the case of destructive interference.
The same explanation can be given for the fact that when speakers are that fixed position
and the listener changes position in the same room, the amplitude of sound too changes &
varies depending on whether it is constructive or destructive interference.

The above understanding of the concepts of sound dynamics may helps a musician
decide the placement of microphones and speakersto givethe best presentation of its
music.

3.2 To make the performance of the musician most effective in terms of melody, noise-free
presentation in an auditorium or a recording studio depends largely on the design of the
walls, roofs, the materials used for sound absorption, sounds proofing etc. The sound
absorbing materials have the characteristic to absorb reverberant energy. They reduce the
reverberation in a space and are called acoustic materials [8]. A sound-absorbing material
used in auditoriums or recording studios should have a good absorption coefficient. The
values of absorption coefficient can be calculated using the formula[11]

Intensity of sound reflected by the surface

Absorption Coefficient (&) =

Intensity of Incident sound
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The obtained values calculated by the experiment described in section 2.2 are shown in
table 2.

Table 2: The values of absor ption coefficients calculated for different materials.

SNO Frequency(Hz) Absor ption coefficient(a)
Foam Cotton  Eggtray Egg shell

1 100 0.3405 0.3688 0.6027 0.5735
2 200 0.3550 0.365 0.6301 0.5882
3 300 0.3695 0.3688 0.6438 0.6176
4 400 0.3840 0.3688 0.6712 0.6470
5 500 0.3985 0.375 0.6849 0.6470
6 600 0.4040 0.3711 0.7534 0.6617
7 700 0.4057 0.375 0.8219 0.6911
8 800 0.3913 0.375 0.8493 0.6617
9 900 0.4202 0.4027 0.7534 0.7941
10 1000 0.4557 0.3888 0.6983 0.75
11 2000 0.3913 0.395 0.7671 0.8970
12 3000 0.4202 0.3927 0.6986 0.8235
13 4000 0.4347 0.3888 0.6438 0.6323
14 5000 0.3968 0.3802 0.5890 0.6176
15 6000 0.3967 0.3801 0.5890 0.6617
16 7000 0.3913 0.3800 0.6164 0.5882
17 8000 0.3957 0.375 0.6027 0.6029
18 9000 0.3913 0.378 0.5890 0.5882
19 10000 0.4057 0.3888 0.5890 0.5735

The values of absorption coefficient obtained for foam, cotton, egg tray, and eggshell match
with the reported values earlier [12]

The optimum value of absorption coefficient 0.8970 is obtained for egg shells at 2000 KHz
indicatesits application as potential material for sound absorption used in recording studios
and auditoriums.
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4. Conclusion

The sound experiencein an auditorium ishighly dependent on the placement of microphones
and speakersin aroom. The placement of the microphone depends on the genre of the song,
music, the instruments used, and the acoustics of the room. The sound wave coming out of
the microphone and speakers suffer interference by waves coming after reflection from
walls or different materials. The interference of these waves leads to

a Constructive interference b. Destructiveinterference

Whenever constructive interference takes place, amplitude increases; however, in the case
of destructive interference, amplitudes get subtracted. Sometimes there is total destruction
and the net amplitude is zero. Since amplitudes are proportional to theintensity of sound or
loudness, the placement of microphones and speakers may affect the loudness, which may
become high, low, or zero and may form dead zones in the auditorium.

These interference patterns also depend on the design of the auditorium or studio, itswalls,
ceiling and various objects present. Hence, the placement of microphones and speakers
should be done in a way to get maximum sound effects in al the regions of the place,
avoiding dead zones.

The acoustics of asound studio depend on sound absorption, soundproofing, reverberation,
echo etc. The absorption properties depend on the material’s density and surface regularity.
As per our result the optimum value of the absorption coefficient of egg shells makes them
asuitable material to be used in soundproofing. Egg trays, cotton, and foam are also potential
materials that can be used for sound absorption. It can also be noted that the absorption is
maximum in the frequency range of 800-2000 KHz.
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Abstract: Hindustani classical musicisavery expressive art form. Through its devel opment
during medieval times, the melodic mode (also known as the Raga) has been expressed
through paintings. These raga(s) along with their consort, the Ragini (s) are picturised
beautifully by artists in the ragamala paintings. This study aims to delve into one such
parent raga Deepak, and its Ragini(s), and study it through the semiotic analysis of the
paintings.

Introduction : Semiosisisastudy relating to signsand symbols; visualsand their meaning.
Merriam-Webster Dictionary describes Semiosisas ageneral philosophical theory of signs
and symbols that deals especialy with their function in both artificially constructed and
natural languages and comprises syntacticst, semantics?, and pragmatics®; theword findsits
origin in Greek semeiotikos observant of signs, from semeiousthai to interpret signs, from
semeion sign, and sema sign.*

A ragamala, (trandated from Sanskrit as“ garland of ragas,”) isaseries of paintingsdepicting
Indian musical modes or ragas. The depiction of these raga moods was a favoured subject
in Indian courts and can be traced to the 5th to 7th-century Brihaddeshi treatise. Often, one
finds poetry describing the raga and its mood on the margins of the painting called Raga-
dhyana(s). These works thus evocatively express the intersections of painting, poetry, and

1 a branch of semiotics that deals with the formal relations between signs or expressions in abstraction from their
signification and their interpreters.

2 abranch of semiotics dealing with the relations between signs and what they refer to.

3 abranch of semiotics that deals with the relation between signs or linguistic expressions and their users.

4 “Semiotics” Merriam-Webster.com Dictionary, Merriam-Webster, https://www.merriam-webster.com/dictionary/
semiotics.
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musicin Indian court art.’ Besidesthe oral traditions (of which there are no records), ragamala
miniatures seem to have been the primary means for transmitting the aesthetic features of
raga(s) and ragini (s) from the 15th to the 19th century. These paintings depict raga visuals
which in turn humanises the raga. Raga(s) is generaly understood to denote the male
protagonist, and Ragini thefemale. It is supposed that the Hindu deity Shiva has created the
fiveraga(s) from his five mouths, and the sixth is created by Parvati.

A few musicologists (like Damodara and Lochana) developed the concept of the Raga-
Ragini Classification. Thefour different tenets (or mat) were Shiv-mat and Krishna-mat, of
six Raga(s) and thirty-six Ragini(s) and Hanu-mat and Bhar ata-mat, established the concept
of six Raga(s) and thirty Ragini(s). Here, Raga(s) are supposed to be as Husband and
Ragini(s) are supposed to be the of particular Raga. This means each Raga has six or five
wives per the classification.

Tenets/mat Raga(s)

Shiva-mat Shri, Vasant, Bhairav, Pancham, Natnarayan, Megh
Hanu-mat Bhairav, Kaushik, Hindol, Deepak, Shri Megh
Krishna-mat Shri, Vasant, Bhairav, Pancham Natnarayan Megh
Bharata-mat Bhairav, Malkauns, Hindol, Deepak, Shri, Megh

Table 1: Tenets of Raga-Ragini Classification

According to Bharata-mat and Hanu-mat, Raga
Deepak hasbeen listed asone of the six parent raga(s).
In this paper Raga, Deepak and its Ragini(s) would be
studied and analysed through a few specimen
Ragamala illustrations.

Raga Deepak

Deepak meanslamp or flame; thisragaisacelebration
of light. Theragaisassociated with night and is meant
to evokethe mood of intimacy between lovers. Legend
hasit that one of Emperor Akbar’s musicians started a
palace fire after being forced to play thisraga against
his better judgment.

FiE 1 Sessmah minag sepoaing Roapa Sl ©

Shttps://www.metmuseum.org/exhibitions/listings/2014/ragamal a.
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The raga is mainly depicted with red, yellow and black colours. The red background, in
Central Indian tradition, symbolises passion. The painting (fig.1) is in strict frontal view,
with no attempt at perspective. A man and woman, are seated, listening to music played by
afiguresitting on the left. The Nayaka is shown asyoung, brave, calm, and royal. Instead of
fire, the artist has chosen to depict the scenery with a soft, candlelight-like warmth, which
in turn heightens the seductive feel of the painting. Raga-prabhava or the warmth is felt
through surroundings, and in the body.

The Ragini(s) of Raga Deepak

Thenotion of Ragini asagraceful phase of araga, appointed with afeminine ending appears
as characteristic of the Hindustani Classical Music system. Sangita Makaranda also marks
the beginning of the distinction between raga(s) and ragini (s) — a classification of the
mel odiesinto masculine and feminine groups, or in some cases even three groups of masculine
melodies (or pullinga raga), feminine melodies (or stree raga) and neuter melodies (or
napunsaka raga), according to the character of the
feeling (or rasa). This classification elucidated to
Brahma, alocatesthe sentiments of wonder, courage,
or anger to male melodies; the female melodies are
assigned the sentiments of love, laughter, and sorrow;
whilethe neuter mel odies are assigned the sentiments
of terror, fear, disgust, and peace.®

The Five Ragini (s) of Raga Deepak are-
Ragini Todi

Ragini Kamodini

Ragini Gujri

Ragini Kachheli

a > 0w bdpoRE

Ragini Patamanjari

Ragini Todi

The Ra.glnl TOdI |Sp| CtUI’IS&j by an anonymousartlg ,r,-;::' Rerpamale parming deploding Ragind Todl®
from Bundi (fig. 2). Nayika here is a beautiful

6 Gangoly, O.C., Ragas & Raginis, 1935, Calcutta, Nalanda Books on Asian Art, Page 71.
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maiden, alonein adark forest. Her body is adorned and anointed with saffron. The nayika
Abhisarika (or the one who moves), and moves out to meet her husband. She is pictured
defying all kinds of tribulations, dangers, and risks of theforest. Sheis portrayed in motion
towards her destination, staying in the groove, moving hither and thither like a snake. She
is much attached to her husband, and her hueis saffron due to being overwhelmed by love.
The deers here are seen symbolising purity, innocence, playfulness and movement.

Ragini Kamodini

The Ragini Kamodini isimagined as aprincesswhois
in waiting for her lover to return. The lady depicted
holds two garlands in her hand (fig.3), possibly of
champaka flowers, a tree, a flowing rivulet, some
cottages and six palm trees against the sombre blue
background are part of the composition. She has made
theleisof flowersfor her lover. Sheissupposed to excite
the onlookers as she waits for her beloved.

The Ragini is acaptivating, young, lovelorn lady with
acomplexion like Druva grass, whose body is adorned
with the most pleasing shringara. But thisdoeslittleto
assuage her grief. She goes into the woods without a
confidante (or sakhi) by her side. She hasno other desire
but to meet her lover.

Ragini Gujri

Depicted as a lady seated on a carpet (fig.4), playing
the Veena the Ragini Gujri awaitsher absent betrothed.  fig 3 Rusunats pimting depricting Resini Kmodini
She seems to point at a large bird, symbolising her

lover’s absence, and looks over longingly. Pairs of reunited birds, symbolic of the reunited
human lovers fly overhead. Representing Virahotkanthita Nayika’.

She is depicted playing the melody of love, the fieriest of all emotions, on the veena. She
awaits her lover, the distressed heroine. Due to his preoccupation, he has failed to return
home. The time depicted is daytime but the background is red, and fiery depicting an
association with Deepak Raga.

" nayika steeped in similar anguish induced by viraha, or aparting from her lover, and experiences agrief of akind that
envelopes her in feelings of longing and melancholy.
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Ragini Kachheli

Texts describe Ragini Kachheli as the song of
the tortoise. A youthful damsel is seen, she is
beautiful and elegantly bejeweled. The painting
suggeststhat, likethe notes of the tortoise Ragini
Kachheli isalow-pitched but formidable mel ody
with sharp notesvibrating correspondingly with
the brook. The tortoise in Indian fablesis seen
asendowed with adivine spirit, aways helping
a cause and the ragini too recreates spirit by
always being pleasant.

This ragini has been categorised as one of the
consorts of Raga Deepak; and is the melody of
lovelike other Deepak Ragini(s), but neither the
love in separation nor the lovein union. Ragini
instead revealslove' s great intensity and mind-
tossing with the heat of passion. But yet she
doesnot have her lover to quenchit. Heisneither
with her nor far away from her. Hencethe Ragini
reveals a mind that would not like to have its
love away from it, even for alittletime.

Seen seated on her terrace; viewing two rams
fight this Virahotkanthita Nayika is depicted
interestingly and differently. The fight
symbolises a rampant passion for love which
plagues her heart and shows her mind in a
contest (as rams in afight symbolise conflict).
She seems tranquil but is swirled by emotions.

She is depicted as a lady with henna on her
hands. The ‘song of the tortoise’ or Kachheli
reveal sthe unity of tough and tender likethat of
the metaphorical reptile.

B REAE Bl Tat TRl P tal Su T hl tud L din (TR IoT]

Fig 5 Rapownela erbanieg depicniag Bowia Kaplhelt™
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Ragini Patamanjari

The Patmanjari Ragini is a sombre but
beautiful melody, that stands to symbolise
the anguish of awoman separated from her
lover in the image (Fig 5), the woman is
shown as being reassured and attended to
by her two servants, while the lover is
depicted in awindow above, removed from
the action happening below. Inthisway, the
painting alludesto the narrative of love and
separation, further intensified by the
atmosphere of nighttime loneliness and
gloom.

—
i i
EVX [N EE

'-';‘————_"_"' s

A female figure (the Virahokanthita
nayika), with her two attendants, isdepicted
inthe bottom left of theimage. The embers
of anger glow asher lover preparesto leave.
Reminded of his affection, shefeelsall the
more mortified. She castsher face down and
isspeechless, but she shedstorrentsof tears.
A malefigure appearsin thewindow above,
also accompanied by a female attendant
who appearsto bein conversation with him. The red-coloured clothes of the Nayaka represent
aconnection with Raga Deepak. He is shown holding asmall flower in hishand, possibly a
rose. The architectural spaceisdivided skilfully, with distinct scenes or motifstaking place
in each quadrant of the depicted scene. The background of the sky isdark, depicting sadness.

Fig. 3: Rugamala patniing depicting Ragini Paiamuanjeri™

Conclusion: Through this analysis of the ragamala paintings of Raga Deepak, one can
easily analyse the constant mood of the lovelorn.

The Ragini(s), as represented by the nayika(s) in the paintings represent Viraha Shringara.
The different settings and moods of the ragini(s) as represented by the nayika, set out to
explain the different moods of viyoga. The fiery red colour in all the paintings shows the
relationality of the consorts of the Raga Deepak.
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Abstract : Marriage songsare one of the rich components of Assamesefolk songs. Assamese
weddings are no less than grand musical events. The songs sung weddings have enriched
Assamesefolkloreinvariousways. Many traditional ritualssuch asjoran, paani tola, doiyon
diya, aakhoi tola, hom jagya, etc. are observed in an Assamese marriage. Songs sung in
theseritualsbeautifully portray various socio-cultural elementssuch as, family morals, values
of conjugal lives, etc. Hints of women-centric traditions are also seen in these wedding
songs. InAssamese culture, the marriage of * Har-Parboti’ (God Shivaand Goddess Parvati)
isthe best. Wherein, the bride and groom are portrayed as Parvati and Shivain the marriage
songs.

Like other regionsof Lower Assam, the Sarukshetri areahasavery rich tradition of wedding
songs. Asthere are variationsin the dialects, customs, rituals, etc. of different placeswithin
a geographic region, the marriage songs of Sarukshetri are also different in music, lyrics,
and rhythm. Famousfor the brassand bell metal industry, thisregion’s marriage songs, sung
in its distinct diaect, add to the cultural richness of the locality. Now a days, the wind of
westernisation isslowly pushing ethnic practicesto oblivion. Thisresearch work isan attempt
to collect and describe various unique marriage songs sung during different rituals at a
wedding.

Introduction : Humans are social creatures. In the prehistoric era, humans were not much
different from other wild animals. However, the anatomy and intellect of mankind gradually
devel oped and shaped them asthe best of all creations. The primitive menwho livedin their
caves or huts used various tools and weapons for hunting or defending themselves. They
used various premeditated hand or body gestures whilewiel ding these weapons during hunts
and showed them back at their gatherings. Moreover, they used different vocal notes, signs,
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and gestures to communicate. These vocalisations and gestures might have helped to create
songs and dances in due course of time.

Gradually, mankind wasforced to follow agriculture astheir occupation and livein asociety.
Adequate harvests boosted the energy of human civilization. Some rules and customs had
to be enacted for the smooth functioning of society. These customs and rituals shaped the
way of expressing human emotions and desires. Thus, the seed of creation was sown in the
beautiful minds of mankind, and the concept of culture took birth.

Marriage is probably the most significant custom and establishment, involving not one but
two families. Thetraditional customs and rituals associated with marriage are accompanied
by different songs and music. These songs, created by unknown folk artists, are full of fun -
frolic aswell as the sorrow of parting with the bride.

Importance of the study : Folk songs have an immense contribution towards enriching
folk culture. Assamese folk songs are carriers of age-old Assamese cultural traditions.
Marriage songs, a major constituent of folk songs are valuable cultura resources of the
Assamese community. Variating from region to region, these songsreflect the socio-cultural
attitude of a locality. Therefore, the study of the marriage song is very significant to
understanding and preserving the cultural identity of acommunity.

Marriage songs of Sarukshetri : Cultureis also an aspect of identity for a community.
Traditions and beliefs, rules and rituals, art and literature, practices of farming or other
professions, belief systems, education, etiquette, etc. of acommunity are encompassed by
culture. Assamese cultureisaculture of harmony. Itsscopeisvery largein nature. Likewise,
Assamesefolk culture also has enormous dimensions. The researchers of folklore generally
divide folk culture into four types:

1. Ordl literature

2. Social folk customs
3. Materia culture

4. Folk performing arts

Thebasisof ord literatureisfolk society. Ingeneral, folk societiesare agrarian and traditional .
In afolk society, the peasants generally take the help of songs and poetry to express their
innate thoughts. Asthese are circulated verbally among thefolks, they are named folk songs
or folk poetry.
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Assamese wedding songs are an important component of Assamese folk songs. Assamese
weddings are no less than grand musical events. The songs sung at weddings have enriched
Assamesefolkloreinvariousways. Many traditional rituals such asjoron, paani tola, doiyon
diya, aakhoi tola, homjagya etc. arefollowed in aHindu Assamese marriage. Songssungin
these ritual's showcase different socio-cultural elements, family morals, values of conjugal
livesetc. Many hints of women-centric traditionsare also seen in the wedding songs. Notably,
in Assamese culture, the marriage of ‘Har-Parboti’ (God Shiva and Goddess Parvati) is
considered the best. Wherein, the bride and groom are portrayed as Parvati and Shivain the
marriage songs. Moreover, in areas with strong Vaishnavite influence, the marriage songs
incorporate stories from the lives of Shri Krishna and Shri Ramchandra as well. These
songs are sung in association with various rituals and activities taking place in a marriage.
Thetalent of women singers singing aspecific versethat isrelevant to the moment, just like
an extempore speech is laudable. These songs bring both smiles and tears to the audience
present at the wedding.

The way Assamese wedding songs are based on Shiva and Parvati, likewise the songs of
Bengalisand Odiyas also mention various deities. These songs and their themes are perhaps
universal. When an Odiya mother of the bride bids farewell, she sings -

"Nayane kajjala deli,

Ashta alankara khassili nei lo mo jibana,

Tohar no babu nahi mo jibana.”

Similarly, in aBengali marriage, the mother sings sorrowfully -
“ Adhek gange jharabrishti

Adhek gange biyare

Sundar mayanamati re,

Mayanare se niye gelo

Chiler chou diya

Sundar mayanamati re.” 2

Sarukshetri is situated at the LAC in the Barpeta district of Assam. The inhabitants are
primarily Hindu and Muslim Assamese, Bengali, and Bodo people. The region has been
famous for the brass and bell metal industries since ancient times. Just like other areas of
Assam, Sarukshetri is aso very rich in regional wedding songs. The marriage songs of
Sarukshetri are different in music, lyrics, and tones. Sung in its distinct dialect, they add to
the cultural richness of the locality.

1 Goswami, Prafulla Dutta. 1962. Baro maahor tero geet. Guwahati, page ii
21bid
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In Sarukshetri, the ritual of preparing grinded rice is performed five to fifteen days prior to
thewedding. The ceremony iscalled ‘ AulaSandah Kuta inthelocal dialect. Inthat ceremony
the women sing the following songs to gratify Lord Krishna -

“Jayo Hari bola

Jaya Jaya Jaya parama mangala ae,

Hari krishna ae,

Jaya Jaya Basudeu oi raam Doiboki nandan Krishna ae.
Jaya Jadupati Krishne moro goti ae Hari Krishna ae.
Charanate karo sewa oi raam Doiboki nandan Krishna ae.”

The preceding day of theweddingiscalled ‘telor bhaar’ or ‘joron’. On that day, the groom’s
family takes sweets, apparel, and various other ritualistic items to the bride’'s home.
Sometimes, the bride's family aso gives return gifts to the groom, which is called ‘ oolta
(reverse) telor bhaar’. When the groom’sfamily arriveswith items, thewomeninthebride's
home sing -

“Ramram aagor khan bharote,
Ramramki ki aanise,

Ram ram bhareli ghorote thoa he.
Ram ram maajor khan bharote
Ramramki ki aanise,

Ram ram suda narikolor laaru he.
Ram ram sensor khan bharote,
Ramramki ki aanise,

Ram ram samajar majote thoa he.”

(What isin the first load? Let it be kept in the storeroom. What is in the second load? oh,
only the coconut sweet balls. What isin the third load? keep it in front of the people.)

The next day is the day of the wedding. To ritualistically bathe the bride or the groom, the
women, including the mother, go to anearby river or pond to fetch water. Thisritual, called
‘pani tola isfull of songs asfollows -

Intro : “Uile ana tamar kalah,
Bhanga futa sau,
Maire/bapure bibahor pani tuliboke jau.”
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(Bring out the copper pots, let’s check for cracks. We are going to fetch water for the bride/
grooms marriage)

Verse : Pukhurire pare pare khagorire bera
Doli mari pelai dilo fotikore mala.

(There is reed fencing around the pond, we are throwing crystal garlands in the water) If
there is atemple en route, the women pray to the deity singing -

“Fagun maahot mair/bapur aaji biyar din,
Gosai ghorot sewa kori aturoke jin.

Sakal phul phuli ase nai phula dubori,
Gosai gharat bohi ase jibor adhikari”

(Today, on this month of our son/daughter’s marriage, we pray to the deity by sitting here,
who isthe master of all creatures, so that all the evil may goaway)

Khisa geet is atype of wedding song that isfilled with humour and sarcasm. They are also
called ‘joranam’ in some places. These are sung by the groom and bride’s friends poking
fun at each other. These songs are funny and witty in nature. The creativity and presence of
mind of the singers are also showcased in these songs. The sisters of the bride tease the
groom as follows —

“VMindeu tumi ahila vaal kaam korila,
Jagannathor panda keitak kio logot anila.
Pindhi aahisa terylene,

Ghohi aahisa Borolin,
Tothapi aamar vindeu baideur logot nimilil.”

(Thanks brother-in-law, for coming, but why have you brought thetemple priestsof Jagannath
with you? You have worn terylene clothes, did make-up, still, you are not at all matching
with our sister)

Similarly, the women tease the mother of the bride/groom with these songs. Followingisan
example of humorous K hisa geet targeted at the mother:

“Eitu aali o hari bol,

Banse kon dhengari o hari bol,

Bor bor kodal dhori hari bol.
Koinar/dorar mayeke sengrar dol,
Koinar/dorar mayek petli o hari bol,
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Khos khos ke beg di o hari bol,
Gharat dim sandahor bati hari baol,
Koinar/dorar mayeke sengrar dol.”

(Oh, who constructed this huge road, on which the pot-bellied mother of the groom/brideis
trotting to get grinded rice)

Thereisaritual called ‘suagjara’ where the mother goes outside right after the ceremonial
bathing of the groom/bride. On that occasion the women sing as follows:-

“Bohi thaka maai/bapu tumi matir moilam sai,
Tomar mayer saddha lagse hafla diba jai.
Hafla diyate hafla diyate samuke katil vori.
Gharat jai koetai jwor utha buli.”

(Be seated, dear bride/groom, your mother isin a hurry. Snail shell has cut her feet while
going outside)

“O kalar bera,
Koinar/dorar mayekor
Mukhot tala mara

O berar kami

Sabi diya aamak

Tala kholo aami.”

(Oh, the mother’s mouth islocked! Give usthe key, we shall open the lock)

The songs sung in the Sarukshetri during the time of the ceremonial bathing of the bride/
groom are as follows:

“Olai aaha aaideu/bopaideu duwardolir baaj,
Mayere dhuwabo tomak nokoriba laaj.”

(Come, dear son/daughter, come out of the doorstep, your mother will bathe you, don’t be
shy)

“Aare kiba sorai hagi goila,
Aare sekura sekuri pani ae,
Aare kolor gurik aaha aaideu,
Aare fekuri fekuri Sashi ae.”
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(Oh, dear bride, come under the banana tree although you are crying)

Another significant marriage-like folk custom of Assamese society is the menstruation
ceremony. It is called ‘tolani biya’ in Assamese. When a girl realies puberty, many rituals
and customsarefollowed to cel ebrate this coming-of-age event. The ceremony isalso known
as ‘prothom biya’ (first marriage), saru biya (mini marriage), suwa biya (impure day
marriage), santi biya (peaceful marriage), etc. from placeto place. In Sarukshetri region, it
issimply called “Dhueni” (bathing ceremony).

The ceremony is observed on the fourth day of the first menstruation cycle. One day before
the ceremony, aritualistic package called ‘jopa’ or ‘japa’ iskept inthe maternal uncle’'sor a
neighbour’shome. Thisisto announcethat the girl has attained puberty. The neighbourhood
women and girls merrily sing the following songs while going to keep the japa -

“Japajori shrihari jai ranga kori he,
Gaji 0 - haar goralo sepeta sepeti

Gaji 0 - madoli goralo gota he

Gaji 0 - iskulor kasedi pohre loi ahilo
Gaji 0 - sithi lekhba para kori he

Gaji 0 - khuwe loi aahiso aula pithaguri
Gaji o0 - dhuwe loi aahiso vori he’

(Necklaceismadeflat, locket is made round, our daughter is made literate in the school, we
have brought her well fed and washed)

Next day when the japa is brought to the girl’s home, the women sing -

“O poka bilahi natiyek aniso

Agbarhi niyahi.

Tal po panite o poka bilahi

Mair bibah milile o poka bilahi
Mukhore nuguse hahi he o poka bilahi
Natiyek aniso aagbari niyahi.”

(We have brought your grandchild, come and receive it)

“Aji dekhon gajir abuyek
O tor saalot kapur mela,
Natiye boribak lagi

Kiyo iman hela.”
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(Isthe grandmother drying clothes? Why is she delaying receiving the grandchild)
The women sing to the girl while bathing her under the bananatree -

“Oi aare sonare batite maah-halodhi,
Oi aarerupare batite til naal o,

Maat ki bosone rohila o,

Oi aare melki mayeke melkhan patise,
Tok kolor gurit thoi naal o,

Maat ki bosone rohila 0.”

(We are ready to bathe you, your mother is busy with gossip, leaving you here under the
bananatree)

After the ceremonial bath, the girl is brought to the courtyard. A fruit is wrapped in an
‘anakata’ (woven asasingle piece so that it does not require cutting) cloth, and sheisasked
to turn three timeswhile holding it. This packageis believed to be the symbol of her future
children. During thisritual the women sing -

“Ghurbi maai ghurbi
Vaal ke ghurhbi,
Aapa jodi kera hoi
Aamak nodoxbi.”

(Turn well, dear girl, turn well. If your son is born cross-eyed, do not blame us)

Many rituals and traditions like these are followed in an Assamese first menstruation
ceremony. These marriage songs, prevailing verbally in every marriage function, beautifully
reflect the cultural specialities of aregion.

Conclusion : Folk culture carriesthe identity of acommunity. The marriage songs have an
immense contribution towards enriching folk culture. Marriage songs are the sole property
of the womenfolk of acommunity. The songs of the Sarukshetri region are very melodious.
Unfortunately, these beautiful songs are ailmost on the verge of extinction. Now a days,
most marriages are conducted in ‘modern’ ways. Hindi or English songs blaring from the
music systems are slowly replacing traditional marriage songs. New-age girls and women
seem to be obliviousto the musical beauty of these folk marriage songs. Therefore, it isthe
need of the hour for younger generationsto practise and preserve the folk marriage songs of
their locality.



Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No.63 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

References:

" Bhattacharya, BasantaKumar. 1997. Asomiya Lokageet Sameekhsa. 1st ed. Guwahati.
. Das, Dipali. 1990. Pouranik Biyar geet. 1st ed. Guwahati.
. Deka, Sarbananda. n.d. Oitihasik Sarthebari. Guwahati: Kamrup Mudran.

. Deka, Shrimati Madhumati, interview by Popee Bhuyan. 2022. Traditional marriage
songs of Sarukshetri Bapuji Nagar, Sarthebari, (27 November).

. Goswami, Prafulla Dutta. 1962. Baro maahor tero geet. 1st ed. Guwahati.
= Sarma, Nabin Chandra. 1989. Asomiya Loka Sanskritir Abhas. 1st ed. Guwahati.

. Tamuli, Prafulla, and Dakhyeswar Deka. 1995. Bhortaal : Souvenir of Asom Sahitya
Sabha’s 61t edition. Calcutta: Adhyashree Press.



Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No. 64-71 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author
G T Uepf BT URWRES T
\J
Sl ol U

T faumT, SMa vd dferd ball A, oot favafdered, faeel

AR : U BT U ded WA 8 | ARSI G 3 AT BT F9g FRIiRer e &
fafer T & SHU B fhar 11 8 | UIeh: BIel 3 T IIR) S dTel AT 31R HeAThTed
T ABBTA & AT FST—AeT & | A Fgell & IgaR N faey 0T ugfa &
UREETT AR T H iR BIdl €, Sii— 994 kg H M 99d, 8% 7T 99
g H AeER 3Nl | AR A | I @ gehfa (i TRk, dEe sfe) B W

ol 9IRS # T BIaT © |

T AT Ypld & A~ T DI YA Hdaelel A HeGH HRal © | Hid
Se—odd |l H &1 & | ARl B Ho—dhd @f, 91 B SN A Fe@Sd Uk T4l
H AT @l el Afde 7 PRAT © | UY—Uell, DIc ol B qiferdl, dRI &l R,
Ulerll @1 HgR Fggsle, BId $ HER O, AR AR B IR §<d df @l A Fl
gepfcl W A TRl I BRd o |

UG TR B FART ‘0 SURT AR H a1 & ugErn e (@) &g & A o
RS BT & | DT 3Fef UDHRVT, W™ (A=Y =T, Afeeh o, 3N1fS 3 31dl H Ugul
BT ST B | <fh Aih FagR & =TI el I AU UTof, Siid—aig, Ue—ure,
Te—1aIer, onfe, xR varl | forr simar 21 59 fava # 98 fewef 2 & o
SRR e [ ee] B FARTRS 34 T Alp—hdeR ¥ Udierd 3l # qoul FH1=dT
Bl | IReg Al F8R H Yfeld oTea & 31ef | &Tgid 312 T YuidT: 9ol &1 qwe
21 fdeg) 3TeTc: 9% I 31l | T ST 81T 2 | $9 gfte I UM orea 11 37U+ argrdt
3] | R AT 8, Fifh TR ST BT AERYA dd Thd & | T B U+
BRY A IO BIAT © | 98 DR AT 37U FeAR BRI F I~ BT &, 59 THR
FHWR Bl AR SII—I] STl I8 PRV DI SRIAT FAG Bl B, Te| GeHaH ded Ui




Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No.65 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

2 Sl HIHT Hl HROT © AT STel 9 I8 939 I8 BT & [ 39 ATRET R
areHd H Udhfd W Bl Gite, AT, WG T, U], [aR—3=, &g il fafde
3l H AT ST € | Uebld & 39 fafdy a1l & SI=aid Ul BT &3 AU a9 Si]
2 IR TR gEIvS & UGy @ uRf # o SIaT B | &5 @) ATgdhdn 3R Wy &
AT @ IMIR W YHfd B A faReAT J-—3ra+i ARl # 9§ 5—(1) A
Se—ddq HYEd Bl Ui HEdl © (2) SSs—<dd FHI™ & URIUR ATUeT T 3iR
WG BT (3) Gite BT IW I AR I, IR ATUET MR Jfte Ave 1 81 2|
A B A=A 59 diFl wul H el 2 BT Ad8R B & BRYT fbdl 9 YPR
BT AT 89 TEl BB S Webdll, IR AId—AH H o9 59 fARre 9o ught &
AT g B AT ST B, T BT &5 AT AT BT ST 2 ° 3 JhR Tepfar
BT AT gCHIV | FHASH & SURIT Uafd & 3fef I URMINT SR gU Hal T
g & el afdq o) 98 oraRer &, S AR QIR 99D HYD! W 3MId B I Iq+
Bl & | JOF HIdaT 8 3R Tefa Wl & | |0l ¥d I (U gl gRT AT Hreb
g SIEl S| Al BT AT PR &, T81 IHD Ao B D HR—ATS W WY
e BT STl 2 | O3l H Wi 36 d<al 4 W U Upd W § | 98l 39 3MYg axal
@ I T I 7 | YRl RE & W@ wU 9@, 9 3R d9 AFERI Ol B
AT B [

gafd & v # faR &= gu S fRo AR [« &1 79 & 6 uafa & sraeid
Il QUGN DI AFAT =AY bl @ Aa & AR |§ W 2| Uahd &l
R el 2—Tarifads | J1d: Ui & Siaita aal awy ol &, i wi9a @ gmeif
A AT AT FART 81 8 SR S ¥ &1 U+l "9 Bl ¥ g9 Mhivd Bl 7 °

U BTt | I 3R YRl BT af-TSdd T el & | Wi w@R, o 3R a1 &7
Jre” I B | aret srerar Afad w9 (a9) yafa o Ud ge e 2 ) ag g gedt
@I gI R 4, <1 & dia- 3 dr Fgsll & yRad+ H Yoiey ¥ o= Pl
AT & | 3R Uald H S o1F BT 31914 Il Al Blg fQF—Id 20 °C &I, BIg 28 T
BT AR PIS 30 TS BT BIAT | T UBR A1 GG AR IR BT BIg qAI HARed T8l
1 U | U A8 & Sl $9 o R AR 2 | I6D SRR—FaR H T Bl T
g7 A1 g B SN ©, A A6 Fad BT SMawIdhdr Bl § | IR ofd o Bl TR




Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No. 66 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

fiemer ReR &1 SRl & A1 9 A% & UV U6 Hal & foly 99 BRI I IS Sl
2| 59 UBR I HHIT T ol YD A H Hoid 3fdT 3d WY H BRI Bl 5]

=

G BT GART T 3 WR' & | WRI & AN A AN DT IWRT Blell & | 0T AR Tl
HT ACC AT B | I B RRGYG M & U 3FE I[T BT TR AAT aTeA
AMREGRI R FERT AHATER BT 2112 | I[N BT G 91T TR 31R 571
@ ARIRG 3R ARYD TR & MR FIAR AT TAT 2, I§ DHael HUled Hed]
TE1 2 | e o g1 I8 fafed grar 8 o A1fedl & o9 yR 8—aw, U<, 3ik
e | D% U DT I ATl 3 Iof | bR 9 g0l b &ell &, ST 39 HHY
@ 4ol S1 R BT I 37Adl are Bl & fofa! Yepfd H% &l Bl &, S—,
qUIhell RN SeTfe | S99 YR Ot 3fR ara &l Wi sHer a7 8iR 1a | R&T &l
g gaforg R # O Uapfar & 9T SR—1ReT, Oie], oo IFT, STt q jid 7 ard

Ui & YN S—HTeAhIN, SRERI, SIASId=i I, $lfa T F9i) Sl 2 |

AT ¥ [ TRI &1 9T A1 Ui & Fdl iR emenRa © | Feieit 3R ey &
T A /B Sl AR Rt |1 e 2, sHfely 59 99 diel Rev 3R diAe
dad BT TANT BT © | GI§ & FHI [T BT 991 R8T ©§ AR ARIBI SR B
BT B SR APHAC AT TRl 2 | B I & a8 S9! RIferar Gara gq
ST &, SHfely I X SR Y& 9 WRI & YART [ § BF ol 2, oi— T )
S dTel T SRIBR, delad senfe 3R I H T S dlel AT I8, 84R qef
urell A | /A WR A & 916 A Yo 7Ig Aldd BT AU A H 0 BR el
2, SUIfoR) UId:aTeld IFT STRAT Y BId 8, 31Ul S9 MM BT I 9<id &
SR (T & =1 T) H JeIHar I8l 2 3R S (AU ARidTel= IR H gaiT 3 (|
R I H) B YT e © ddif A Q7 WR B BoR URSH ¥ AP B Okl g,
Aol 59 9T W TR S dTel RAT YaiT UEM 8Id 8, S1f fb A9 & @HIarJhe
g

B I & TR W BIA 8 Fo1a] gapfal o, Iu1, <flevr, s, eiiderdr, sfe ol
H gad B 2| o FRer I & Fgelt B STER M B N IWRERT 7 | I-d I
faRre Ararel @ T 89 & BReT U AR grdreRvr SuRerd #Rar 2 |




Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No.67 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

Rl e i # AT @7 A= el & R ¥ auie U 81T & | O R
B A BT ITAI—3TAT AT Yl (F9Td) Bl & I UBR [T BT AT 7011 Tepfr
B &, S U ORI & oG T o W R SRl 7, SR— 6T SRaR), AR,
HIADIG IS IAT TRIR YepfcT AT AT FSMI, B8R 3MR BHIG 3Mfa T dqd Ul
@ M T| I AP IR W TAT IFT SRR, ARG, BIGHTST H HHOT Bl WG
gfteaier 81T 2 |

fRegearil Wil ugfd AN & TU—qoy S & e § 99y RIga R Favs
3qeY &, FSTI®T BRI AT & TRl H IACHR &1 ST 7, JAMT I AT WIDHR BRAT
g1 U o gAR AT ufSdl =1 I BT St WY WR A BT RAgr=d o w=dl H
d fBar 8| ARITQE 7 U T W I] H TS I @ A BT AR
Fall ¥ WU fhar 8, Si—Tike u=d W kg H, =1 5o ga=a k= 4, fBwsidl
a9 g 4, 3R UM IRE &g H| T YHR a7 qor A H M-Sy S ared
RAT U =—f=1 Rgell 9 Y S drel IA &7 Seeikd A1 oRI<d o b |°
BhIRacell B AJAR, "IN UV & UISh] i Fild e & fSTemgali & < &1 &
<adrsll T 39 {38 Bl I fhar & 3R U 99 H §C 3l & HW ¥C T ReR
Py | v€ QU 39 PR o—a9< R A dd 3R IR, W FJ—S 3R
3ITYTG, AT 3T HTGI, TRE g AN (FIR) TAT BIfcidh, TAT FJ—NTET AR Ul
RIRR |18 T WIS | YT Fgall &I gU B & d1a ITH IR Ud g3l &
quie T I 2 | = 2eq H [2vslal AT a1 SHD! A>T Ud gl el IAm Sirdr
2| 1 g &1 0T 9B T | g BT I 7Y B, AR RS BT SN @1 B | 7HT B
D AT RIRR BT IRT I 8| 39 IBR Bablacell HT 0 T A= g
RIgr= & " g Gid # 7 Feg Rigra @1 faRIy A8 =81 veT 8, fobg Fgsl
¥ ST AT aul Feq, R @ A qAT d1ed Bl gite | He@yul 3k ©, oD AR
amgfres il # IRT I vEferd 2|

yepfcl § R Tb bl 8Y M- ®all & Aed B q@HR a1 Uhid H bell 83
JER Pl SPPR W o Tl F JHI—F8R & WR L USd © 99d, d8R Al
THA—dBR 3N U AT IR a6 kg H TRI—49d fd & | 9 I & oy

“gHIA! AU HET T & | TRSId gU WY AT IHS! §8 U Bl @D b T




Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No. 68 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

g1 AIGd BT A9 el 8N P I ABR & FR 7 US| ABR AT IFd UHRI Pl auf
el H Ry wu ¥ B W 99y TR 9T Siar 2| AeeR & oy iy
S §4 UDR PHET AT € | 51 W & Al 7 Ur: srg T 9o BIdT & Sl
3R A1 JHEe™S BT ¢ |

I T Ypld B T AWM & | T & @RI & IART & G ¥ 3D
fhaell, HAN, TET, TAT ARAGRI 9 gl & Ad U B & | F©& YFHTS qoI
gl & waRIcafl Sl fdaR wqa faar o &1 28—

WM UL & AAGER 3Mfed g # AT 79 & d-hrvl 4 (i o | fafder
BRI H A AU AP AR Uil DI AHSIT o1 | [T ug—uferat @l eaf
DT I HITSA IT JHTE DT Ycileh HI AT | IJHRYT U7 7T I &afvrdl bl Fere
A 3FIEN A9 & AT W 42q <aqr @1 G& BRAT o WRIEd: 98 GIId e AT al
TR BT BIAT AT | W @RI BT [dDb1d BTl HH H g, U J@ATIHR FId Bl Ik

gl
HAT G gEgaud’ U H ‘Pieet’ b M W 9 Telie aftiaq § formd |iia & wri
&1 I YY-ulerdl B eaf i F g g

YU dfd R, FTH AAD Iad |

3o 9Eft TR, wiar agfr Aeawe | |

JUERRY BTl Pifdbel: GaH aqq |

ygeHTel HUa S99 T4 aqq|
|4 (aresn) = oo <fd | A 953 Ton 1o

AT AR TS # grefal 7, A1Ad 9 H, 3T TUR H, ST hid Aegd WR H greld]
2 | T YW AR B H DRI GaH TR ¥ drefdl © | Hed 99d TR H drefdl § IR
gl fA9TE TR BT TR T B |

BRAT BT Th AT & AJAR R TR AT DI A1d H AR B T T TR
fearg QT | 9ISl e BREAT & HATTAR TR AT IH YR Pl 37U TR I
| UH Q7 STt H gAd GAY I8 T o | GaT Bl 98711 B D YT BY )




Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No.69 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

e 99l g8 | a9 BT TR & S9 JeR W U1 9 S9d 91d s 8l T 3R
A A1d Al Mol fST9 guRa T4 7 MAATT R foram | 3 &1 |1d saf it A
TR g |

U BRI g &1 HU B fd ysrel R qHAIBR’ AME BT T Uell Bl , RNrad)
e § SRS D1 qifcr I YRGBT & | Sl A R I Wi WR gofle gal |
A3 et faRIvs My BT B 8—"HgS o FIIA Bl HARA IUBR Tebfd I ST
BT | IAF U SiaT & ga—HTe HHITHA aTdrervl Bl <@ | ARARI & SHd—r!
ARl ¥, ARR B IAT IR 4, UER & UJ&IBR] HoRkd H, FAR & TR da
Sl B STSIRAT W, dlq 3R IS DI UG DIl I Adord I b IH U faem
H T B HYR WR YR B §U GATs Q¥ | Ubfd & U HER W@R HRYT B
B A & Siigd H U T AT Bl I AT | Siig H gl TRl vd Hord i
JIEUT XE & [Ty A F WRI W 3% faR grey &R f&ar| A fa=m &1 a8
aRem™ gal o 3T Tetax fava &l Eifd uRepd wu § UTa 8 | |2

U HATAR U a7 @i AW Y 3 378 | UMl o & oy SRR T |
AN 9 ST §AY 997 B9 offl | 9uT &) €1 Ugel He fd ¥ iR g 1fd @ W
¥ forg FHel #1 BII-BIS UGSl IR AR ol | VAT 8M 9 o7 IR 1 eafid
I~ B ST | @I BT 9 He e~ 98 BT ol IR I WHY DT 37U
AR, H 1 W gRY B d 9199 3 T | I AThR Sai4 [deqedbHi Sl bl I8
|Y 32T gl AR B W a1 & A0 T Bl el T 99 GHR B eafrf
REZSCIRTG

AT & o | gafcr T ug—uierdl W e FEl 8, 3 Bell, YA AT TN
ERT I8 a1d g BRIl © | $8T ST & b FHia—a8re A O aiT H d3ahR T
B o, T8l Biordl RIeAdx Bel a1 Sl off | Hfid &1 WR AsRAl Ui & Argi—aa
H Il § Bordd Ul &R F Yderad | HaTeld BR I9d (A g gig R Y9T1d STefdl
g | 3T =i+l 7 I8 Rig - far 2 f 9iid @ wav—aeRal 9 Us—die ool 9
Uedfad 81 € | GURiG IRAIT dei1+d SRR 7% a9 o defaeea—awe=) e
JFHT gIRT YOI R &am o b awRufa # A1 Sf/g & | o 3fiepRArT SR o
D! TIANTRTAT H SR Teb IR A=Al 15 &1 | T | Yd I3 gR7 Uil g o=l bl




Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No. 70 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

3feReIT oxg oif s ofl 3R TRIF & 919 I WR 3Tg gt s 9D Pl G AT AN A
BT o7 | I AR TR DR J&ll & UICIH & by H Rerd FaRIeRe f=aford
3IIR AT 81 3T & | ©f0 Elo U0 g =1 A= Rl @l eaf==ii b1 diell uR udieqor
fHar | do g & AR, ST F9a R 3T 9T &1 va 3T # A e a6
A Ul o7 gig W 2redr S 2, U] UG T Bl e \—a=Al Bl i S 3iR i
B AR | Wio Rig 7 3Tl diSll, 19, SRl 4, 9 1] R G Bl e &
TTd T eI (BT | U YA # 3 RiE =1 <15 91 I8 <! fob Uiy goy A &
3ueTT B AT ¥ 31f¥e waifad 9 e 81 € | diel oR I ST uAT @R 0 R
q ey fereprer T T Brdiol @1 dRGA WR, WRER U071 &1 don R 3R 98R @I
Jrafe TR g ¥ Uil W 9gd g g © (¢

gIfdl & |HM & ug—uler W W ST b1 g9 usdr g | fhagwil 2 fd
I I A BT BT a2 H PR ofdd A | AT A ISt qofl drel Yo a9y GebR
D TRA (TO—URA) IO BRI BT I H B I BT ST B & | AT BT G
TR TN & g[S BT THehd BIbR I URT =el AT Bl HAT UG 2 | AETH
T7g # W FT—amde & forg i &1 wnT faar S 2

TH0 BAR & oig FHIT SIaR] TR ) SRR SlefdT & § I8 91T 17 & 6 aa,
§ax, IBT AN vell 3R RIS =S, R, gA—fdera R FRFes R A= are
BT GATHR W0 fhy U iR 9@ ufdfshar ura @l 135 | Sifdq & fasraare &
fIGT & AR, Ug AMal & Jaol & | 371 Yol & o1 & Haed e & gulord
9 U IR I BT TG TS Fhdl & Al A9 UR SAD] T YT I By AT
31 AT ST Favall 2 °

e '\Tﬁ :

1. e fdvaere, dfe U, sy vl gaRiMiRm=aed ygRiaicm,
g0—2

2, SUTEIT, Sf0 goiqd, WRAI &3 (& q2H), Yo—335

3. UM, Si0 deled, YR S (Wi S¥F), J0—335



Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No.71 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

4. 9HI, 9w, 2= AIiTBRT (WRT—1), Y0—392

e, Sfo fhRor FAN, @< @1 § gafa =01, go—s

gdd, HHd fI9ReE, Jo—546—547

uee, €f0 gral, gl il H IFT &1 IART UF fdar, Jo—290—291

orHi, AR, AR, Yo—16

© ® N o O

IRTSTU, $i0 IRTes AleR, YR Fiid &1 gfoerd, go—7
10.  gdd, 9d fd9Re, go—13

11, <A, JelIRM, YR Gl 2%, J0—16

12, SR, QYT ARG |G 6T sfcrerd, J0—6

13, M, WAF, IR A Ud Ve fdeeyor, go—5

14. SNaRdd, S0 T, G BT gl IR gsH Tl 99T, Gid gfieT,
R, 2005, J0—35

15, AR, 21 TH0, AT SIeRl TR T AR STAdT &, I uf3epT, Ryaqwr, 1981,
J0—43




Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No. 72-77 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author
o .
<. dfT 9

I faWIT (), Sreld M dlelol
faeel faeafdener, faeet

AP K : 99, IAGR, I, IS, TI—dlel, TR

ARIY : R e ST 3 &R A Wl BT URey HdvueE 89 U §fae &
w9 H BIAT | AREI WG BT AER IN 2 R S U aRE | I1d & [T Bl
FAS BT | dfQwr & FEior § ggad 8 arel dxdl Bl <@l fawdd & il I Al
Jfeer & Ay & Haed | FER—IG B © | I, AT, I, W14, 8-, A, AT anfe
il 9 AaeR U Qe &1 AT 81 © | 3 aeRI gRT fad dfqel gAN
MY G B GRIER & | AT Gd B G9g WART g8l dfQell & Aed 9
JRferd 2|

fEgeil e Afia | dfeer ve fafdre v vl 2 dfee ey
HT BT Golread Afdd 2 | JoT wd ¥ o dl ‘9w 2req Bl 99T Bl 2 [Tt
3ef © dlgeT @l fhar A1 A | B3 HId H e &1 3 7 WY el T | g
MR HHIT T AR IAT & AR AT G ATl H g I AT DI HHRI: G2 BT
ST 2 | 9feeT o O | i § IFT DI GHST @ | §fee 31 A & forg wgad gm
dTel Td Ueh aIIDR & ol agd Heedqul 8id & | o TR Us afdd & edfded
®1 AT BIAT 8 WEBRI ¥, IAT YBR AT, T, 4, 919 AR YKD& FAN A
gfeer 1 fFETor BT 2 |

dfeer @1 A Heayel o BT 7 S9ET e | dfder Ife gfsd & a1 a8
TheH H & AMHT Hrell ¥ | 9feer § darge 9gd #ewagol Bl & 1 Oy dfeer 3
SR §RT Jad $Ho A UNT B Sl & | 0 < H UfSd ¢ I Sl &bl U

3T Vol & —




Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No.73 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

T — d1ER X, 3RS IR R4, AN (9L =9e fROrr -1y
AT — VY 99y fUar B1v faegdr, Ssh IS orv fOgr #9re?
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AR ITSIAA § T B IART IR 3 T 39 IBR dl T3 31 o4 i
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DA K : HATS, FUIMS, TR

AR : 7A€ & HEM I I, dIGR, TaH SdIC & HeAThR IRTHRR O,
UG ATH & ARNIID ARG DI T 57 NGUH & AIH B Bl YA a1
ST RET 21 18 &Y Tl @ fade Jomfas uRRerfadl # S+ iid oR e deg dfad o=
IRE oG & BoIR JIAMRI T Hdetd HRAT b HAR B Y&l BT, SHAD! HedHl
AlgTsA & S H I8 dTel 9319 oI @Rl & foly &A1 IWd © | $9 ARIUH
G BT ey W HANGD! BT & 9 AR o S §Y AR —bedgd H foul
AT BT AT FHTGTRI DI UBTRIT BRAT 2 | U, HOHG ATHSd P I
ARG @F 7@t &’ | A1 3T ST &R Sk g7 fhd Y SR &1 Wifia |ene &
# RINREd w & AT U8 a9 v 2

G & 9 3mad S TAE [/ ared & AT Yexad (Bre) H FdiT 8 8iR SH ad
YST &R B, o dIIBR HET SIdl 8| arFigdR &l 3fef & ‘dTdh AR AT’ 37
S 91 (U / B1e) UaH G BT faRys 81 | IRAR | H TANThee eAHdBRI o,
IRIHRI B TWRURT 9 F AT ST & RTH AT, IR, DI, IeacR, Ao,
AT, AHER, RIS S Ui el T IS Agayol & | 14 a1 el |
TS b HERTUN HHD! = §1 AT bl & URURT DI AN of ST §U AU RIS
T Alelg oIk Telldh! dlel U=eT BT YOI fhdT 2, oY SIS SRR o T
I HET T T |

HqTe & T2 JMSGY b HSIUATY! UEE HERIOM 1 & SURR—II—TEggRaT,
CISYAT, TS AT I ST8l ST R Bl ATl AT S Feball &, Tei Ueplon
HETRT U RIS & @ Thdl & BU H D] holTdidd U4 dFRed & WY Dl
el HifT ORET ST FahdT 2 1 #aTS & #8M dRIIdhR WRERRIE, SAFRE, AgRI
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BT, AIRTETS 3N BT B URURT DI IUNT B dlel BN AR BT AN FII
&3 H G & | IR WedF H T R Tl PR IMRANR HUIHE AN b beed
BT IARRIT B BT {3789 v fbar & &7 2 |

HATS B AAIHR IWIRT & SodIHT 963 & U H BTG ARIGd Bl TR fhar
ST 8 | 5 facteror JiwIRIell Hei=esll & o & Gdg H | Adie 8, Tjedrd
fAcTel <1 ST oI+ 1851 fa. AT 2|

dehIele HaTe | QTS & URT Bl M AF W ISR S0 URaR H gl
S B3I | RIS AT §h UCTHE o TAT ERPIAG, S5 [UaT o | HOIHE AT DI
TG 94 qY DI JaReAT ¥, 13, 1945 H gs 1 39 < SfAATae § 9 32 g9 = Fwyof
R H 0T PR I8 AT 3T JIoraRil # IURIT IR Heflawdl qel dRIBRI
H IS IRA B | 39 UHR U: IS TR & 9l YR & §fewii & Fug &1 sl
d PRA 8 | UG Sl gRT ARAYR & HBRIST Fefadiis ofl I ford T Us o3l o
ITh R 12 G 25 TR QR B FUS B B a0 39 YHR fordl T & |

“THM o H R & 32 ¥ dl5, WU PN, R & AN Wew M, e
SINIEICEC I

32 Y A% Ahed BT BRI B & A 59 THR BT I T Jrall &1 =i+
HINT—INT DHeugH TS T8 H B @l ¥ [Fag [HAT| 39 T & JHRMA & BRI
IR HAD H AT BRI gY HAT TAT TebIele fich ATHDT Dbl T=oF Bl Aferdl
WS PR I AT P U H A—Hl, —al Al B, T UK B 8 |

SIYRMEIRT aTs RIS 98IgR DI HUINT< g 59 Hev ¥ ford T ux urefirr
HIB, AR ¥, YT G&I—4806" & ST o Ol Adhd o | 39 U3 H 9P YA
SRR A $ dAF—AFR d IUT G4 S &1 Ioorg A1 e 21 I8
A T ST |ehdT B T AeMRIIer 5 A1 o+ fUdT &1 U=er Habed a |uTa H

AT foar 8rm |

HUIFE AR B IMANR DI UM HaTe & AERIONS] gRT &1 AT ofl, VAT Ioei
fIeqeprer & HUGD 3 Tsrd §F 7 HADA H 1914 5. H YDA IFRANR AT
RITheIgH 1 YHBT H BT & | IR IR ARG DI foRd T SUth 0 H gt




Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No. 80 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

Hel & AHIRA— MRATMAAT §RT ST WA BT MANR G I 3 Pl ATARR DI
JUI BT (AT ST IR 2 | U8 Ioeikd 31 a3 b AN Bl JYHATOTD g BRell
g

SISl & Sideet™ ol & JAMEBRI | [ASA 1 IFTARR 149 &A1 |72

RIS T U ITH PIfC & M6 o, IR J AFET 31dl qIRSIHD S 81
TR R A | I7b] Hefthel B9 WR 19 H &1 1 IR €1 9 WibRd o | 991 R
DI AR DT S Th—gHN & A1 AR Y& B9 H WA B DI I
SATETRYT AT AT | S7ch $9 0T Pl YRIAT DR gY XISl RIols olred (73 -1 fora
80—

His great pretention was, that he could sing in three octaves, the ordinary compass of the
human voice, being two and a half octave. He pretended also that he could sing in all Ragas
and Raginis, with absolute accuracy and without ever mixing up the latter. He was always
singing but not a professional musician, that is, he never let himself on hire. He received
presents from the rich people of the town frequently, but never accepted anything as wages

and remuneration for singing.

FfiRrTwergH wifefcas a |rfifae, JF1 &1 el | U ey U=ef 2| ga- &
TEI 21 A1 & SR vl Rrafie wRIe 8k ey fae & et d W
N T BT ARG SUANT o rar 2 |

HIRITHEGH DI TAARIAINSAT 3 F0STT RI[STeh’ el Sl 8 | BTG Sif

DI FHA—TZ=al B AATET 3ieh <2 ALl ARl IR ™R Af¥eR o, gdifer),
S TAATS FAMIRSAT # e, B, ORI, BITSI, Ty, T, STell, Sfea, R4l
BRI, BRI TAT ST & 3D MG AR ATTdg o3l BT Heherd fbhar S
P T |

R I8 U hael el 81 78l & | HUMHE Sl 4 SucTel A ASNY WX 37
& I TRl TAT ‘TSI WHHT A 3ffa & §RT TS 15 131 Pl 30 59
faererera Teer # favell¥a 5T 8| I7r & HITATeRYT 3 & 9 92 Pl 39 vl A
e faar T 2|

T IR e@r Toret gREeeRH |
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RIEThUGH T Hod TR | |

A SET R g— T eg o = |

J3%d ERBFG—AGR el AR |
INTheIgH 9 Gd e Fdi 43 | |

<dl gragfaHeaRy ToMfd qar gR AT |
RS HaT W faraieRid | |
SERICRLCEEIENERENIRREIRIEE

Ith AHBRIH ATaf el SRMTdhugHq | 7

o] H HITCTeRUG U¥aN] WREAI—IFIAIHEIR H ORI F9, PRI &7
g JEEROT DI Tl R gY GAN AT | F=afold 3iR fvEferd drell Bl BaIgaR]
e fHar © | SER0T & ol RGIHT & fdda SRa |

gl AgTdd JABIH GASD:
101 i GR®Ig dret: |7
TS oY AIATR & ATaT ATy AT BT W FANT B 37 8, SI Torerdied # |
SAggall g TIRIY] TR |
TORTATAASIT: I IR | |
00 | | gfer TToTereret: B

IgYd TIRAT H I b S AT ARSI 1 A= e @ 2
Ty & Tarel | ot Bl € fade fdhar war 8 | A< erary § o I0T SR
B IR & RIgTT &7 UTee _d gU (S S1ch 9g ¥ Jafold el o) S8id
g XN H FAe—M arell 3 g9IRI emsl Bl Hahferd (b & |

I8l g A o1 Bl 91 © fob AT Sl 7 SgHd 7 9T 31 Hall Bl galell odl §U
RN & &A1 IT Gl &bl fdaae b & | uRwg Ty | <1 gs <arsl 9 g9 ureid
IR DI I WHR T8l [HA1 g | IR & F7 H ARA—IRI—IHhell
DI VI UITHIA H 81 T 7, A1 AICaR, ¥R, Ry, dferd ik 99d &1 a1 & veM
Je} H W1 2 | [ 3R ek & YdbRi ®1 QT & v I™ ¥ @ 2, A gEns,
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gel, IR, MER Bl gl g g g8 d TEr Sfd d9sh 2 |

arel & |l yRI & oy a7 & fgaiia Uex &1 galg SuYeh A9 1T & Sfdid HIRT
& Al BRI Bl I/ HeATE H T & | G130 3R oA Bl {3 &b g ue 4,
ar & SR IR & YRl BT WeATdhlel H WM 2 | 341 UPR 7 AR HAT & TR,
RSN, ARID], BeR, I F gl I § IR qH R 2 | HReRe, 98T, 9w SR
RISRT D1 3fg ]I H oI AIgl, ATAd—DbIfRIeh, WHTE! bl M &b RN YBR &b SUYh
4 8 1

fSTeie), Sivren, Ui, e, oER, o, ofedl, TRdl, g9cll, doll, AN, g,
SR, JTET S I[N DI S8 IURNT A gU, I

SURMT S UIhT, <2 ¥ g fa_Iq |

TR, TR AR | |
IE Ped Y XW—Ta|TST & URYT Bl FAT T g |2

TR BT YRY AT 4R ¥ (AT 2 U 3RG AT BT AR W0 IR DR & 918
JATATTENT < 8T, TAT & §RT TR T gaual A o131 dI UK DRAT URA b
g

depsi gaual &1 oY Ud BHRT b 18 ATl o (R 3 Tl Bl AN IR
BT 8| 7 RN H G¥hd g 2l Bl @sl b AATdl 31 [T WISl Bl Y
g, I8l & B I ST H IS B Ud Toldd d1 W1 U fbar 1 7 |

HReR Wie faf| & o, taR <Y UUs UeR |

fST & ST SRR d1$9, UaR $e YUS YR BIsH | |

RMTHAGH H TR &I S dlell 39 UHR o fAfder ARl &1 o

RO Sl 7 AU T T7&T ABDHI Pl & 8 | TIPR HASRISN DI o b U5 &
Hefia ofer @1 g7 I saferd Sgd fHar o &1 2, dOIf |v ol I &1 ATl &
3T foham I o |
HUMHE S IRT &l Mg A1 H USdTel 3fdl USRI, TR, IR, Gdex, aHd—frdra,
RIg—fdrer, TER—Adrer, HgR—{adrer, <ei—yadia, el dmr fader, ),
AT ATTRI—EHAR, TTe BRIGK], STl DRI e, I SIAbRA], S dradl & A
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N 3d AN P AT el & | MG S DI Aa-—axdl, Rg—Ferar, $Rd 98K,
ATed diS], & 3TelTdl THR S I H 100 § HW §fe o<t g8 2 |

RE TG U 8GR M WUE &1 59 W1 H R, Ig, 3REl, M, BRA],
ARATS!, TRAMETS], Wiehd, f$rdl, fUner  foray arel Sfadl &1 Heford AUl &t
aifefeas qea Wt 7B oF T8 2|

| g, S O fb, s AT 9 7 ®el © b T8 SFd b gar g1 Wid
T T7 MRA @ &1 T, S D1 B Wi 7 A7 6N (L2 HaTS § o IS
SN T F 39 AaeE F WG T AR & reIareh & o1 mefiate e gar ¥,
I BT T FAFUT Hedidhd a1 e Ae—yael & gRT &1 fhar 51 A | Jgt
T & SN & 3t | 3Nawad i a1 URdd T 37 2| §9 3/aa H HaTS
D1 AT T &, T8 UeT JeU Hag &b BN H I, JAMY HOMHE AT Bl ST
HATE B & BRI HATS B! AAIIGR YFRT H IIhT A1 FHRT TAROT BT SIRATT |
SAPBI T8 Hheld BRI Had HiAarsll & FUT ol AT, I SsI 39 T8I @
TRIIY BT AT 3T T o, UR= 0T Y Bl FaRAT 7 B W W@R—IAfU Yep1RId
T DI ST Fb] | SR RUIHGE Sil &b & BRI DI AAES SIl 1 ISRAT IR AT S
I RER R 4gd A1 781 $AHT (07T 31Ul HRA1 2 |

. 1:
1) T, Sl YHedl (W) UdferT AR, URRE, U 188 @ 191, ARl
RSN, 93 faeel.

2)  SiEfern, SN goTHIE : o — WIS AT Bl Hifeed g FIHIadr dHelrg™em

Ufep], U6 9—11, . Sf. JRRI AT, AT 9IRell, 2he 3T, iR (R130)

3)  gal

4) UG WU, SIYR, U AT — 4806

5  JEFIFTENR |UE, o™ e fden ufasH, RIcse, do w995
6)  SIaferdT, SN FSTHIE : ok — WG AN Bl Hifecd g ATl HATIHT

Gf3ehl, Jea AT 80, . Sf. RN T, W WRedl, 2N f3qm, dibrR (1)
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7) AN, U @UIHE, GIRNTheIgH, HITCrRY (H) 9% 1 9 34, &, Sf.
TgAr, S A uRYe—1914, AR ARJER RIS, HAD

8) RN UgH — TTEATd Y3 AT 16

9) Gl IMIIBIEA, IS HEAT 17
10)  d8l, YIS AT 688
11) WG 98, SR

12) ™, U HONHE, FIRNGEGH, AR (F), 9, S Teare), iy
AR URYG—1914, JWR HARJGR S, DHeTdh<ll, TCI—qHbI
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fegear dfdel # el # @ o e
R Al Wil & faff= v
o1 Riz
roa Sy, gt

g vg dIferd well a1,

Hod T — g I, aIWFeR, AN, B M3 9w, ST wRd S9a

AR — fid 9T ¥ R SRBA 1a Sl &1 i T 2 | SRBET B 9 Tl
fIHr ST9—ST9 gaTl, T IR N IHGT UM q9—ad <@l T 8 | Fihd a8 ST
IRA 8 I7 912 IME0T IRAR FHI—97d W A= Iommell 9 derell §RT RN
UMY GG BT T AR U G371 | HI9I3H D! HHT drghR RTSTRIT o U+ SRAR
H |l fia= D1 SArs faAr o See W @ S Bl U W STeieh oI 37U
R H foar | 78t g1 7ERTS Wifd feel & gRT fRegearit < @l el # faw
A3 A & fawg R =r@=f S o (6 YbR S84 ATF 33 a4 Bl 7Y H Bs AIRAf
& das @ Ay g e # o W < el # R fAfda wmelt @
IR BT | SfEror 9Rd H 3 | HEM ariiIeR, WIIdeR §¢ AR Wi fawda
BT Bl I I & Ul U9 &1 S8 31T FIIAeRI | 37l g odl o7 | a9 ol
S8 Rl RMT # 36 XA Bl Y= HR BH R 31 U I&l =l N |
URGA A UF D BreATed TART I R ¢ |

YR A & wfcreiiel deai o1 yg@dr J81 8 | i 8 bell W Il TRA M D
@ ol BT YIS DAl &1 2 | SHBT T BRI AST—HSRISTRA §RT HATBRI, [AgHi
AT G DT AR YiedTs AT o | IST—HBRIST W o+ dhell YRET §AT B
J D! S JERAT & BRI HeAY G0 R |

1391 eared] & RS H g G @l a1 ORI gited g ol
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1. IR IRA™T T aRT
2. feor YR Ad Ry

IR 9RA & Ml 5l H 84 Jard 991, Raeroll ger, qiretd aer qein dral o9 faw@ng
d © A1 A § Sl §Hy H e qRd H |/e U9 e 9 RwrE d
SRI—Ueerd d91, AIGR 9 & dbodTonl, arardr derm oFfY g7 ft fwars <a 2|

IR AT SIAOT AR FI &R1sH H FHT DT 59 G AT B TSI —HERTSTIRA
ERT I el © | SereRvmei—{Qeell BT Jediv feellSe Raetoll U il uHl
UMD AT TAT I BATBRI BT MER—FRAH BRAT AT | 7 ITDISA H 3FIR G

qME U UG G I8 gorm o 3 drel 1 I 1 9 ¥ AeRY 81fie o,
A1 B GIRI 1 SR & g WR AGb DI Aol PR IH Faford b |

AT I & G & T O gus AMD TR H 31 AT o7 TAT JUADIA B I
By RISTRI—TERISTR SRI—dTaR, AR, 3TheR 3MMfa & gIRT A1 A BT AP TR
I J9R & S@ Bl e 81 50 999 @ HBRI 9 fagHl § @r gRaE,
AT, S 97eRT AMfe 19 U 7 | O UdR SR IR d 6T SR R &
I TAT G901 H FHOTD R AT S UHR IME01 IR & o1 a1 g9 | Y
Pech HUTT DI UidTed g FH AT | IaTeRvm—Uced 3 6T e Jes g4
SIS G Bid QAT o7 | AT d TSI ARRER el - Ao’y e il
Uq are v | GERd U &1 e @l ol | Areg 99 H YUBR AR o SRl
H RSADBR TF DT &1 D |

SR MRA & IIR—IGRI Gl WAeRI 3 V-V H8 19 A 8 ol Fifid o
YU 37T A 1T 8 Si—JR-avald, AHd [qURvY, e doil BRe—rR,
MR, Jegarl SRR | 39 UG Ml & ST FeRS @i forediel &
A /R A o ST g

1991 o] H ST MRA & AKAD HSRIST WA [Awel T ST & H1ef |Ia
fagT A1 o RS2 =11 daal YT YR & W H (U1 ARTaTA QAT 31Uy SR AR
AT H 9 AT A I Q7| A 98 UIHIRITel! TSI o ST SoIT faored




Music Journal Vageeshwari The World Classical Music e-Research Journal

Volume 36 December 2022
Page No.87 ISSN 0975-7872
Copyright@2022 Author(s) retain the copyright of this article No part of contents of this paper may be reproduced
Homepage : ejournal@mfa.du.ac.in or transmitted in any form or by any means without
Publisher : Department of Music, Faculty of Music & Fine Arts, University of Delhi the permission of Author

o g ¥ BEd & \HE A T 8 SR 9 Sersll SRi—dfeld B, |,
BRRIR FAMT MM A= T ol wifcl WRar qr |1y &1 A= ATwiail ol i) A |

ARG T fReTeT &1 57 16 3 1813 H FTAUIBR (BRel) H T3 AT| 16 aY bl
Y ¥ A AGUIBR & RIS a1 fobeg 27 fSHARR 1846 DI HEST 33 AY DI AY H gD
g B TS |

el [eTeT I g AIIBH BT S T | A Hel MeTdR 16 ARI H uRITd o foraH
HOTIToMH, ¥epd, ARIS], Toli], BT, divall, dffict, Ifear, sl e 21 |fed 16
AR} AfFAferd € | S8i9 SOy, Wl dictl, afdg=t nfe ARl & fAfsd wg & &
T fEY @Y TRl § & 9T &1 YT fhar| 9@ Ue e SATeT dRel H dd
TR ¥ 31, STd $8i+ 31U UGT Bl H¥pd 91T H forar g &l Md U Wk et
H forg o T DRI ST & 8T Fehd o | HEl ST & fb 81 819+ Sfta=
B § 500 Al @ T B oft | A T B ATERN H foRy MU o ToUr SRR ¥arfa
Tl §RT Xfea f8dT =Rl &1 Tl & al SHd! AT 36 § Sil SOy, TS
gretl, afda= @ A wg B4 § a2

SOTIYT, ST el T SfdRasit wTaT

SIS TNT AT 51 bl 31l & Wfeiiel | Ureiie Wi § I8 wes TRl & & & W@ S’
T RN & oRA @ I & WY H UGS 53Tl © | IGAT 4l B bR 9 HRT TR

® ATH—U BT &3 FO1 AT FOTHSH D8I S T | WA [T B STH I Pl
&3 BN & BRUT I WA Bl Hewd UrdE eii 3§ e g |

SIOTHIYT &3 & 3fcIa HRT, WRAYR, 1ok, 3TRT, $TET, HAYRI, IS 3ffa 37k I
Bs &7 AT & STal §91 |97 9 g9 Ad &l TN fe@Ts <1 & 1 991 & Giid & a1
X A I G FINd H SO BT TINT 99 8 e w9 A fhar SIer g1 s
T & I Feblad, THSI—IH, BIeAl—i1d IR 9fdd Fid & Feferd aor der
SRl Sl BT I Ty o SR © | deer™ SRR W Bl W Wl &1 {99 3R
HTeTTell ¥ H&fSrd Ual &l 9 ggfa arad &+ |
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ST SSTTST T SBIRT &7 ALRT, TR, TIfeRR & 3MHU R & 99 8 Gl diel!
BT fdBM & RS, JIPHRTR, AERAYR, 3farell, ufcarell & gai 9 2| I &
IR T I @ JAQTST U TS 3T 81 S © | Sfdg=i W11 geta: &<l 1 &1 gol
I 2| AP f[APH 1440 ¥ 18d1 W qP AT & gEEAr, H{gIRTE! QAR
JAMIAMED MM IR & FodHl & ARV H AT AT | I8 Jolck: Qoo & A—U
@1 BRATOE Td WL dretl off, O/ W Fom™m, 3afd SR USTE! & A1—3re #-Id),
ORI T Sl 9Nl S AT, dTe A &1 AT y91a U |

w@ifa foerer @ = & fadand

HERTST Wi el 7 dRel B! A1 IR 81 Bl o FR ITdhT gad IR AR 4
o7 | I A9 W TR ARA ¥ U AT bRl IIRAT DI YT AT WDHR DR+ BT ATl
Rl BY Sroi- Y I A TR S ol — AR <2 AR, I w9 g BIeh | A8
9o Y IR H TR ST 8 SR $9 9Ol Bl AR S Bl H AT H TR
e Sl 9 30 R Al I9RIT | HET Al & fb SR 4 & @i 98RS &
e Afia @1 g off |

|rfifae iR |ifzfcasd Tl § YR g97a d 21 Howr, &7 g, S iRATeR, <dl
e R MRA & | g il N s ygH=m Wl &1 99U g | 37 &< fd &
3 ROT ¥ UGHA I eq AN © |

AT T gfte W g! I 34 FFr=ifotRad fEgearil AT H 2 — B!, IH9 BT,
fT, A=, gdl, faem, f3ieie), garai AR, degrel, JTrom, N, =) (), R
safe ¥ 4l enfedra, diare, faeidl e (Tawdrer) # fdg 21 39 I | g8
gus, W, NI, IR, o, Tl 1S Aferl B =T Bl | 39! SATR 2RI
¥ 3, FIT ST YART 989 € 3T did BIa1 2| ) A ARl @ srRen Sfef
WA H S1eT 3 usdl § 981 891 91T & WA | 3431 TR A B iR
SATET 3IRAT ¥ SIS <l § AFl ol g Wa « &9 &y 21|

fegear il IR o IRl # ST W7 &7 YN
R Al Py ORI gD gl A H frdl TR €, SH 9 §p dfexl FEfoiad e
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(1) bt IFT - S g a9 e
T AT AR G, el 9 F O e | |
TET W 4R RNT |G divsl, Tadl d7el A Dlal |
STl STYAT T8l 91d, g WR fol pread | |
BT Rl el A, Fel Oid Aaallel
A% 99 & TR AR, ol HY Hidl ITaN] |
S M SE gl H, B A T WA |
W Oy Bl [T |, B4 gH! 8IS T | |

9 AT H BB S8 FG1 |9 BT YA fe@rg <l 2 o i, w1, fbeel, 9,

@) T AR F — I Gt 7 7 AT
A1 gl 7 79 A
qIell dlel HIST AN, SR—aR IHT WM | |
o 99T I T, Frafes Mt Rema ||
gy T7 AfEA ST, GARA T @ g | |
HIfcl & TR TS, AT ARG Told | |
UGHAT Uy SeY, G- R AR FAE | |

S AT H @i HERIST §RT FST9NT &1 Al WART § 81, S—alll, WR1d, g97Td, 0,
Reird, leRl, Yo, F1d ST A B &9 < IFY 91 I8 & fob 3 b <Ror H
WA UGHA BT AT d4fesr H 5% 2 Sl o9 o Qe Bl BIghR SATRINR
AT H B4 <@ BT edr 7 S g9 el a1 i 2

(3) XFT A& H — I A AEgE TAR—Pae (&, 99)
3 AT Agqd §ART |
B O IRY AT, 8 HaRl RIRT
I G Biordl Sl g%, Aol Uell [T 91l TR | |
IR AR T TS, U BRI Al el AR |
UGHA U BI0T WR MR, 98 T8I Hidl A1 SR | |
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S 9T D1 [IRINaT I8 2 1P I8 2T dact gof 91T H (e e 2 59 89 afara
9T & Tes Al YA ¥ 3T Usd © oI H8gd, 9o, IR, Jalel, Herl, AMAd anfe
AR §1 99T & R SH—TARI, WIRI, HABl, HaRl, BRI, ORI AT Hhd
Tea—UHA™ W ¥ RET H YA H fAwrg <d € | ol M) I8 XAl e qIish
&7 FAsToT B—somTT, gfaRa, v |

31d: fEgwari R @l Reel | 2T M3 ATwrell &1 gaur Gar WA 98 W Uh
<ferofll emae dorr Wiflasl gRI, I8 R HNpidh ThlcADT Bl Sl ST
JETERT & | RISl H Gflae SR Wifla=i ¥ ol U S @i sl H8RIST &l
AN AREA™ 3R ST ¢ |
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