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MESSAGE

I am glad to know that the Department of Music has organised a
two days Intemational seminar on ‘Ever vibramt facts of
consonance based Indian Music’ on 24* and 25t% March, 2022.

I am sure that the guidance and presentations of eminent musicians
invited for this seminar will immensely benefit the students and
music community at large. I am delighted to Rnow that the
Department is also publishing the proceedings containing research
articles of the participants of the said seminar.

I applaud and congratulate all the staff members of Music
Department and wish the best for this venture and the future
endeavours, activities to be taken up by the Department.

Prof. Sufias Pednekar
Vice Chancellor

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 3


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

Unitersity of Aluwmbai

Prin. Dr. Ajay Murlidhar Bhamare
M.Com., Ph.D

Pro-Vice Chancellor (Ag.)

NAAC CYCLE II Accredited A++
(CGPA 3.65)

Message

| heartily convey my best wishes to the Department of Music for
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am delighted to know that the Department is also publishing the proceedings
containing research articles of the participants of the said seminar. | applaud
and congratulate all the staff members of Music Department and wish the best
for this venture and the future endeavors and activities to be taken up by the

department.

With best wishes,

@R~

(Prin.Dr.Ajay M. Bhamare)

Mahatma Gandhi Road, Fort Campus, Mumbai 400032. Tel.: 022 6832 0005
Dr. Babasaheb Ambedkar Bhavan, Vidyanagari, Santacruz (E), Mumbai 400098.
Email : pve@fort.mu.ac.in Web.: www.mu.ac.in
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FROM THE EDITOR

It gives me immense pleasure to share that in the academic year 2021-22, the Department of
Music had organized a two days International Webinar on 'Ever Vibrant Facets of Consonance Based
on Indian Music’ from 24" to 25 March 2021.

Consonance, as technical musicological term, is an important principle that governs most of
the musical activities. However, at Macro level, Consonance i.e. agreement, communication and
coexistence plays varied functions in Indian Music or other genres of Music. It is experienced
between different aspects of Music. Indian Music, like all other genres, also tends to establish
consonance with varied aspects internally and externally. This seminar aims to showcase numerous
fields of music practice and scholastic pursuit that have served to emulated the original essence of
Indian Music based on consonance. Thus, this Webinar was an attempt to comprehensively study the
multiple approaches of consonance in Music. The technical and aesthetic approaches towards music
introduce novel dimensions in the theoretical and practical study of music. Also, varied
interdisciplinary approaches such as sociological, psychological, philosophical approach towards
music have opened up several new ways to establish the research potential of Music. Thus this
webinar aimed at examining the aspects in the contemporary times in the field of music focusing on
the concept of Consonance and provide a forum for exchange of ideas on Historical, Aesthetical,
Pedagogical facets and changing trends in literature of various forms of Indian Music among the
researchers, performing artists, learners and to seek opportunities for collaboration among the
participants.

We were blessed with the warm wishes by former Hon'ble Vice Chancellor Prof. Suhas
Pednekar, Former Hon, ble Pro-Vice Chancellor, Prof. Pro.Ravindra Kulkarni and Hon,ble Pro-Vice
chancellor Prof. Bhamare of University of Mumbai. The constant support received from this dynamic
working committee of the University in multiple areas has had a big role to play in the success of
this Webinar.

We were fortunate to have world renowned eminent artists as Keynote speaker like Pt. Ronu
Muzumdar and Chief Guest like Padmashri Pt. Suresh Talwalkar. We were obliged to have renowned
artists as resource persons like Padmashri Pt. Suresh Talwalkar, Shri Kedar Naphade (US), who gave
their valuable inputs, their knowledge and thoughts at the webinar and for this, the Department will
always be obliged. We are also thankful to Smt. Mita Nag (Renowned Sitarist) and Smt. Uma Dogra
(Renowned exponent of Kathak) and Dr. Shailesh Shrivastav for their valuable sessions.

The presentation of the selected research papers was held in four groups. The senior faculty
members of the department chaired the sessions. The participation of the faculty & research scholars
of various universities resulted in a meaningful dialogue across the music research fraternity in India.
Such a scholarly discussion brought the best out of the research scholars and all the paper presenters
in the form of novel ideas in their paper. It was indeed enriching for this Webinar and can be counted
as measure of success to receive a set of well-thought and quality research papers. The outcome of
this activity was lauded by all the attendees.

We have also received research papers and wishes for the proceeding book from all over
India and abroad. We extended a hearty welcome to all the scholars and faculty members of the
music fraternity who had attended the seminar and we are thankful to each and every one contributor.

I extend a hearty congratulations and | am thankful to all the Teaching and Non-Teaching
Staff for organizing the webinar successfully. My sincere thanks to all the members of the Organizing
Committee for their efforts to make this event a great success. My Sincere thanks to the editorial
board to make this publication a great success. | am sure that this Journal will be very beneficial for
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the students, scholars and performers for exchange of ideas, sharing the experiences and focus on
the effervescent facets of consonance in Music with reference to performance as well as theory.

Date : 6 February 2023 Prof. Chetna Pathak

Head
Department of Music
University of Mumbai

*kk*k
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ABOUT THE DEPARTMENT.......

The University of Mumbai is one of the oldest and first Universities founded in India in 1857 which
has distinguished history of exemplary achievements in various streams of education and training
and has significantly contributed towards the nation building and continues to do so. The University
is accredited A++ grade in 2021 by NAAC. At national level it has excelled in sports, cultural and
outreach activities.

The history of the education of performing arts of Music and Dance in Universities is not very old.
Great musicians, musicologists, reformers who pioneered the modern trends in music in India were
Vishnu Digambar Paluskar and Vishnu Narayan Bhatkhande. Both these stalwarts researched and
restructured music education on performance and education from 19th century. They researched and
restructured music education on modern scientific lines and established leading music institutions to
impart training on these lines.

Independence in 1947 brought renewal of our cultural traditions and subjects of Indian Culture began
getting included for study at various stages of excellence in the University curricula. The study of
music, its education and performance started in the University of Mumbai in 1969. The Music Centre
was established in this year and a two-year Diploma Course in Hindustani Vocal Classical Music
was started. From the very beginning the effort and the emphasis of the course taught here has been
on the excellence in performing. With this objective in view the leading performers of different
schools or traditions in vocal music called "Gharanas™ have been invited as the faculty of the Music
Centre to impart training and performance skills to aspiring and promising students of music. The
teaching methods and pattern here are based on the age-old and time tested "Gur Shishya Parampara".

In 1978, the Music Centre in the University of Mumbai was converted into the regular Department
of Music and a three-year Degree Course in vocal music - Bachelor of Fine Arts (Music Vocal) was
added to existing two-year Diploma Course in Music H.V.C. In 1985, two-year Diploma Course in
Music Hindustani Instrumental Classical -Sitar and Hindustani Vocal Light were started. In 1988
two-year Diploma Course in Music Hindustani Instrumental Classical - Tabla and in 1989 two- year
Post-graduate Course in Vocal Music Master of Fine Arts (Music Vocal) were started in the
Department of Music. Three Year Degree Courses (B.F.A.) in Hindustani Instrumental Classical -
Sitar and Tabla were started in 1991.

The Faculty in the Department of Music consists of Reader and Lecturer in Vocal Music, posts of
Honorary Music Instructors on which leading and renowned performers belonging to various
traditions have been appointed. Apart from this regular staff on Faculty, many renowned scholars,
experts, music performers are invited as Visiting Lecturers to give lecturers, demonstrations and
exhibit performance excellence and teach theory syllabus to the students of the Department.

The interdisciplinary studies like Music and Psychology, Sociology, Philosophy and Religion along
with the study of music Aesthetics, Music and Education, Research Methodology have been
introduced at the M.Mus, level. The aim is to broaden the perspective of the students towards the
study of music in relation to other related subjects. It must be noted here that all along these courses
the central focus of all attention and related studies is on developing the ability for the good
performance of music. The collective endeavor of all theory and practical study topics is to enrich
the thinking, understanding and physical mechanism towards better performance of music.
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The objective of the music training and education imparted in the department of Music is to make
the student all-round musician and performer, aware of the various concepts and issues involved,
capable of the study of related subjects which develop the sunlight in music and all contributing to
making a good, intelligent and impressive musician.

Activities of the Department —

e Gurupornima Utsav

e Ashok Da Ranade Lecture Series

e Bhajan Sandhya Programme at Gateway of India on Gandhi Jayanti

e Workshops on various genres of Indian Music.

e Cultural Exchange Programme with other Universities, Colleges and Music Organizations
e National /International Seminar.

e Amchi Maifil Programs

e Foundation Day Celebration of the Department

e Collaboration Programs with other Musical Institutes/ Bodies/Universities.

Contact-

Department of Music

2nd Floor, Sanskrutik Bhavan

Opp. North Gate of University Campus

Hans Bhugra Road,Santacruz [East], Mumbai- 400055
Email id- udmusicOl@gmail.com

Contact No. :-9702048665/ 8422818995
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KEYNOTE ADDRESS

-Pt. Ronu Majumdar
(Flute Exponent)
Mumbai

Folk Music: Folk is the origin of classical music. Classical music is structured music and it’s not
automatically generated by nature. Nature created the "folk music”. Therefore, lots of Rishi munis
and musicologist, they structured the raaga format or taal format and any other thing from folk music.
Folk music is very old music.

Jazz musician Miles Davis said that, there is no space between “Sa to Sa”. If you want to create
another note. You don’t have space. “It does mean that God has given a Particular space in which
you can work.”

The conversation (samvad) in Indian music: Conversation is very important in performing arts.
Before moving towards the importance of conversation in Indian music, let have a look on Harmony
and Harmonics.

e Harmony- It's a combination of three notes played together, and when you use these three
notes together with melody that's called harmony.

e Harmonics - When you tune the tanpura, you get "Gandhar from the Kharaj" that is the
harmonics, that is not a existing note but that is overheard, that’s over tone. We can produce
harmonics in few percussion instruments as well as in blowing instruments.

Conversation ( Samvad ) While performing if you do not continuously keep conversation with your
soul, with your audience with your co-artist then what happens is you play your music and the tabla
player plays his theka and audience is thinking about something else. The connectivity and the
conversation are called “untold process”.

Untold process ( Samvad ) The samvad which is felt, which binds us, which can't be seen but still
happening. Like, the tabla player doesn’t ask the main artist what will you play now? But still the
untold process (samvad) goes on with the melody instrument.

» Someone who doesn't know about music, when he comes to listen to your music as a audience he
will not able to explain that if you’re playing in tune or not. But if you have worked on "swar" and
if you have “swar siddhi” then your music touches everyone's heart. It Doesn’t matter that the person
is ridiculous listener or a normal person or someone who is has a stall on road, pan stall etc. " you
will start conversation with them, if you have “swar siddhi”.

If you play far God everyone will listen but if you play for yourself no one will listen. That's why
you must keep conversation with God.

 Conversation (samvad) is very important —

1. Samvad with yourself

2. Samvad with accompanist

3. Samvad between unseen power “God” generated on the stage which affects the audience and
binds them.

You are not talking with audience but still the "untold samvad" is going on.

Samvad between audience means: -
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Your material, ingredients, power of music has to reach to the last row of the auditorium.

Collaboration ( Jugalbandi ) While doing jugalbandi oneness of mind between artists is very
important. For jugalbandi, it is very important to release the mind. We have to come to an
understanding platform to render a wonderful jugalbandi.

* Before playing anything, bring it to your mind, then bring it to your tongue and then play it. Because
we can’t play what we can’t recite.

» when you compete with the co-artist in jugalbandi, you also instill a sense of competition in the
mind of the audience. Then the audience also start listening to that performance as competition.
That’s why “Don’t compete, go contrast”.

Our conversation (samvad), over loving atmosphere, our non-competitive attitude on the stage is our
biggest strength. Because when you aren't afraid of failure, scared of something, that insecurity is
our biggest enemy and that spoils many collaborations. “Learn to sacrifice in any process and you
will be the winner.”

*k*k*k
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Namaskar everybody, as | said it is truly an honor for me to be speaking with you all today.

Greatly accomplished and eminent personalities and luminaries like Suresh dada, Pandit Ronu
Majumdar are speaking at this conference. And in comparison, to every single one of them I am probably
several lifetimes behind them in my journey as a student of music.

So, I am very humbled that Mumbai university, dept of music has considered me worthy of speaking to
all of you. Sincerely like to thank Dr. Chetna Pathak and the entire organizing committee for providing
these opportunities.

The theme of this concert is samvaad and this term encompasses very broad set of concepts
beyond just the samvaad or consonance between the shrutis. It encompasses the broad concepts of
communication, conversation, agreement, relationship, and harmonious co-existence.

In the pursuit of music in addition of the samvaad the notes or shrutis, the samvaad between the different
artists on stage and the samvaad between the artists and audience, there is also the samvaad between the
student and teacher in the pursuit of music.

And the samvaad between the co performers, other peers in the broader music fraternities, like the
conversation that we are having today. Today in the audience | have been told that it is a very august
audience of researchers, students, professors, performers, musicologists. I am neither an academician or
a researcher, so there are many others who are more qualified to talk more about the technical aspects
of shruti samvaad and raag samvaad.

A thought that came to my mind is that | would like to share some of the key conversations and
samvaad that | have had in my journey so far as a student which has shaped my thinking, which have
inspired me to progress forward in my journey as a student.

I certainly don’t have the adhikaar on any of the topics that I will speak today but I will share experiences
as a fellow student.

I will broadly talk about 3 topics:
1. Accompaniment and saath sangat: conversation that happen on stage.
2. conversations that happen between student s and teacher.

3. conversation that as an artist and as a performer you have with yourself. With your tradition as you
tap into your taleem, and your knowledge to create what us a creative and improvised experience when
you perform.
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So let me begin My first set of thoughts around accompaniment. As | am a harmonium player, naturally
I will speak about the melodic accompaniment. | have been truly privileged to have two legendary artists
as my gurus in my formative years: late Smt. Padmavati Shaligram who was the diva of the Atrauli
Jaipur gharana and late Pt Tulsidas Borkar, arguably India’s greatest harmonium maestro of our times.
Naturally when it comes to accompaniment, | learnt a lot from both.

My intense taleem from Padmavati ji was for about 5 or 6 years around my high school and
college years and this was all accompaniments. Every Saturday or Sunday for about 5 hours each, I used
to go to Borivali and accompany her and her students in the taleem sessions. However, with Borkar
guruji, the taleem was much more extensive from my age of 9 to 46, that | continued to have on going
taleem. We are talking about samvaad, lot of conversation with him and frankly even today, while he is
not with us in physical form, I still have conversation with him but that is a topic for another day.

So, growing up as a student of music in Mumbai as some of you are, in my college days, | already
had had about 9 or 10 years of rigorous training from Borkar guruji and akka Padmatai ji and | had
started accompanying vocalists at concerts in Mumbai. As we all know, the world of classical music is
very small so often, the vocalists that I had accompanied, or other artists’ audience members would call
Borkar guruji to give him a review of how his student had performed and one of the first thing that guruji
would ask was: disturb nahi kela na kedar ne. trans: Kedar did not disturb the vocalist right?

So right since the beginning, one of the key sanskaars that was embedded in us was that of humility. The
role of accompanist, one of the cardinal rules, was to not disturb the vocalist.

There is a sentence if | remember right is a dialogue form the play Pandit Raj Jagannath written
by pandit Vidyadhar Gokhale from the 1960: aisi jagah baithna ki koi na bole uth. Aur aisi baat bolna
ki koi na bole chup. So, as an accompanist, when you are having a conversation with the main artist that
is the first rule: aisi baat karna ki koi na bole chup.

And | think there are two parts to it: aisi baat karna koi na bole chup, so obviously there are some very
easy examples of that. You better know the structure of the raag, you don’t want to violate them, we just
heard Suresh dada sing Gaud Sarang. (Demonstrates gaud sarang) So the structures of the raag must be
known to you, the gayaki of the singer must be known to you, and if you insert something that is violating
either of them, you may or may not get a visual cue from the artists, but you have brought down the level
of the performance.

So that is one, but I think in: aisi baat karna koi na bole chup. There is a second deeper message also
which is: baat aisi karna.

It is not just what you are saying., but also how you are saying it. So as a harmonium player
when you are accompanying a vocalist it is not just enough to reproduce the right notes with the right
raag structure in the manner that is consistent with the gayaki of the singer. It is also very important to
have a very keen focus on emulating or imitating the accent whether a mind was used, whether a gamak
was used, where was a khatka or murki was used. How are you having the conversation in the same
language, in the same accent of the vocalist. | remembered that play, this stuck with me even 30 years
later: aisi jagah....

When it comes to melodic accompaniment, the protocols in Carnatic music and Hindustani are different.
For those of you who have studied Carnatic music, will know, there is much clarity, there is fixed parts
of the performance where the accompanists have dedicated parts to demonstrate and contribute their
thoughts and skills. That is not necessarily true in Hindustani music. The interactions between the
vocalists and accompanists are much more informal and extempore.
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So, when we think of the different modes of accompaniment, for melodic accompaniment harmonium,
sarangi, violin etc., | think there are 5 or 6 modes, | will talk about the conversation that happens through
each of these modes and present some thoughts and opinions on what | think is superior accompaniment
and what does it mean to be an accompanist.

Suresh dada spoke about accompaniment and “saath sangat”. He differentiated between saath
and sangat. For melodic accompaniment, both things happen. We are in a genre where music is highly
improvised, so for most of the concert that you may not know exactly what the vocalist is going to sing
and utter before the vocalist utters the phrase. Given that, for most of the time as a melodic accompanist
you are shadowing the musician, and even the shadowing is a very energizing process for me as an
accompanist. Because when you think about it, you are absorbing the music through the ear, digesting
it with the body mind and it is coming out of the fingers, you are reliving the entire music in that instant.
And you are almost the first member of the audience, and you are shadowing the main artist as closely
as possible.

So that is one mode. Second mode is when you are playing together. And that happens is when
you know the composition that is being sung, so that you can play it together with the vocalist.

The third mode of accompaniment is reproduction. If the vocalist sand a phrase you have a
couple of seconds to gauge that there is going to be a pause and you reproduce that phrase.

The phrase needs to be a perfect reproduction, as far as possible. Baat aisi karna koi na bole
chup. The force with which the vocalist has sung, the place with relation to the taal or the laghu from
which the vocalist has launched off. The laya in which they have launches off. So, all this need to be
considered if you want to perfectly reproduce a short phrase. So those are short spurts that occur in a
performance.

Then there is longer reproduction whereas you work with the vocalist, you develop a good
understanding that at what point in the recital would it be appropriate to for a short or a longer
reproduction/ contribution as an accompanist. Sometimes it may contain some reproduction and some
of your own thoughts. Sometimes this may earn you applause if you fill the avartan and come to the
sum. Even if you reproduce something exactly like the vocalist did, you are giving the audience the
opportunity or the joy, a second time. If the vocalist sang a phrase very beautifully and if you reproduce
it perfectly, it is like as a first member of the audience, it is your appreciation to the vocalist and for
the members of the audience it is also their repeated enjoyment. And so, some of these things will earn
as an accompanist a daad or an applause. In my opinion, while getting appreciation from the singer and
audience, it is certainly good, it helps you engage the audience more in the conversation, it boosts your
ego, but I think there are more superior instances of accompaniment than just those of appreciation.

The first one: is one where you can finish the sentence that the main singer has begun. Imagine
an avartan, either in vilambit or drut, the singer has started expanding: certain rhythmic play or taan, a
certain pattern has emerged and now you are a few beats away from the Sum, and based on your
knowledge of the raag based on your prior melding of minds and experience, with the vocalist form prior
interaction, you are at the point in the avartan that you see the Sum away from the sun and you see how
the pattern has been designed and the you know there is only one way in which you will be able to close
that pattern and come to the sum. And if you can detect that join instead of shadowing, playing
simultaneously. So, you go from saath to sangat, both of you are completing the sentence and coming to
together on the sum.

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 23


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

As Suresh dada said sum is the highest point of emotion in raag sangeet and both you and the main artists
coming together on the sum, is a true moment of joy.

Both have surrendered to the raag and taal, pattern. There is no choice for either of us, there is only one
logical way to come to the sum. You might get applause here too.

Next level or even more superior instance of accompaniment is when you as an accompanist are
provided an opportunity to contribute and what you end up doing is you pick up the theme, pattern or
the content from where the vocalist has left off and you start reproducing and expanding on that and if
you have good immersion and knowledge on the overall gayaki of the vocalist, is you may start getting
new ideas, which the vocalist has not yet introduced, but which are part of the gayaki. And if that next
set of thoughts is consistent with his image and picture the vocalist is trying to create, the vocalist might
pick it from you and start singing that concept of gayaki. If this happens, sometimes, people who have
listened to Carnatic music, they have asked me that why does this happen? You started playing
something, why did the vocalist interrupt?

Some people think it is jarring, sometimes if you are playing something which is not at the same
level/same direction of the music of the vocalist, they may pick up a different thought. But if the vocalist
picks up the thoughts that you are introducing into the concert, they may not even realize that they have
picked up your thought, they may not even realize that they have interrupted you, but it is the flow of
the music that is guiding both of you. They pick up your thought, expand it and finish the avartan, the
audience may not even realize that, except for the learned people. that the thought that the vocalist
pocked up was one that the accompanist introduced. There may be no applause for the accompanist, but
I think that that is a truly superior instance of conversation during accompanying because now you are
transcending saath and sangat and are shaping where the concert is going. And you are further elevating
the level of the performance.

Finally, the last instance of superior accompaniment and samvaad that | would recall is very
paradoxical. That is when you decide just to enjoy the beauty of the pause. You are in the middle of a
concert and the vocalist has done something beautiful, and there is a pause. It may be well within your
capability to reproduce that piece of music or to expand on it. But the aesthetic of the moment is such
that I find myself sometimes restraining and curbing the urge to repeat what the vocalist just said. And
instead, just letting that phrase just sustain, through the pause, in the minds of the audience, it is like
letting the fragrance of the music dwell. | have had several instances with some of the greatest vocalists
of our times when they did something so beautiful that I could not bring myself to respond to that through
my instrument. My response was through silence through enjoying the pause. And those pauses are
incredible moments of joy. They say that music happens in the pauses. And it is in those pauses that the
notes and rhythms settle in and have time to reverberate in our heart. So those were some if my thoughts
that | wanted to share when it comes to the conversation you have as an accompanist as part of the
performance.

Next, I will move to talking about the convo that happens between you and your guru. A teacher-student
relationship which | have been fortunate, it has spanned most of my lifetime.

Sant Kabir has famously said: sab dharti kagaz karu, lekhani sab ban ray, saat samundar ki masi karu,
guru gun likha na jay.

Meaning: | could convert the entire area of earth into paper, and all the trees from the forests as pencil,
use all the ocean waters as ink. Even if | exhaust all these still, I would not be able to fully describe the
qualities of the guru.
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I find myself in the same boat. In have been fortunate to have such great gurus, that | could talk all day
and night about them but tin the limited time we have, | will share a few anecdotes and some
conversations that have inspired me, and I hope they will inspire you too,

Borkar guruji came into my life when | was about 9 years old’s. Padmatai also came around at the same
time, she used to teach my cousin. After my first 6 or 7 years of education, | was able to accompany
Padmatai’s students. So more intense engagement with Padmatai started little later.

But in these years, | have had so many different conversations with both my gurus and then many more
so with Borkar guruji which I vividly remember. | will share some of them today.

Our topic is samvaad, in the age-old guru shishya Parampara- the ability for a teacher to strike
samvaad with the student and vice versa. This is a very delicate relationship, and it is done well if the
samvaad is struck well. It is very rewarding, life changing transformational relationship especially for
the students. Lot of you have the opportunities to experience that in your pursuit, | hope.

In the age-old guru shishya Parampara, there has been a lot of focus on obedience, on doing what
the guru tells you to do, because they said so. In fact, in Borkar guruji’s own initial months of training,
he used to learn from Pandit Vishnupant Vashta, he used to tell us, in his first few months, Vashta Guruji
used to wake him up at 5 am and force him to practice in all the different scales, in all 10 thaat- aroh and
avroh. For the first several months, for 8 — 10 hours a day. That’s how Borkar Guruji’s training was.
Paradoxically, he never did that with us, at least not with me. He had a unique way of establishing
samvaad with the students. He had a very calm and peaceful presence, and he had a very charming
manner about him. His focus was on getting the student engaged and attracted to the music. Getting the
samvaad going between the student and the MUSIC. Every time he used to do a taleem session with me,
he just introduced techniques and concepts that were just within my abilities. Of course, a student learns
new things every lesson, but at the end of every session, | used to feel not just that | have learned
something new, | have been exposed to this great concept of music, but during the session itself | used
to feel like | have acquired something new- a feeling of accomplishment. It was a joyful learning process.
| felt comfort and confidence. Now there is of course a risk that in such teaching, that the student might
grow overconfident and become shallow, because if in every session you feel that you have learnt what
was to be learnt. And yet in the years that Borkar guruji taught us, the values of humility, the values of
inadequacy, the values of incompleteness to this day continue to be deeply felt by all of us.

So how did he manage that? | remember that in my early years of training, the initial things he
taught me was raags like Todi, Yaman, Bhimpalas, Lalit, Puriya Kalyan, Bihag and he also taught a
couple of natyasangeet- narawara krishna samaan from sangeet swayamvar a 1916 music by the great
Bhaskarbua Bakhle. And after the lesson was over, | usually felt like I had mastered it. He taught me for
that for two sessions, and then | knew the song and 6 months later 1 had also performed it at Guru
Purnima and then and then 3 months later when we were back in a taleem session and I am waiting for
something new to be taught to me — a new raag, a new dhun or a new thumri or Natya sangeet. But he
said let’s do Navara krishna samaan again. Initially I used to be disappointed. Look at it from the
perspective of a child- wait a minute, | just played it three months ago; | know it already. | played it and
everybody clapped too (Kedar ji laughs). I did a great job so why are you saying | should do it again?
And then he used to introduce a few more variations, a few more refinements, extra alaaps, more thinking
about the raag structure. And that used to start opening that doubt — oh | thought I knew this, how is it
that I don’t know this. He used to correct when I played a certain variation, but accent was not right; and
the murki or khatka wasn’t played the way, executed the way it was supposed to be executed. | think he
was ahead of his times. Today in the digital age of e-learning what | observe is there is a great deal of
emphasis in teaching based on learning outcomes. After every session, it is like an antithesis of what we
learn in our spiritual philosophy- you dedicate yourself to the process and the outcomes will take care
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of itself. Yet in the modern digital e-learning community, there is more emphasis on learning outcomes.
We talk about it today, but I think Borkar Guruji did that all his life 50 years ago teaching students. That
was his way of getting them engaged in the learning process.

That was some of the aspects of developing the guru shishya samvaad in the early stage of
learning. Then about 10 years later, your conversations with the guru changes. I learnt form him in
person for 12 years form my age of 9 to 21. After that | came to the US for higher studies and settled
down here and we used to talk on the phone quite often, stayed here with us for 3 or 4 months and then
I used to visit India every year and spend a week or two, every time | was there. And then imagine late
20’s early 30°s I am going back after 1 year of being away from the guru, you get to spend 1 week with
him, and you are anxious what new raag pr what new composition is he going to teach me. Because you
haven’t been with him, he has composed new things, he has performed in 10 different places and then
he used to say- come sit, play Todi. Show me what you have thought about Todi. Todi, | have learnt for
the last 20 years, why are you telling me to play Todi? And he used to make me play Todi, Yaman. All
of the great artists- bhimsenji, Mallikarjun mansur, Amir khan sahab. He said, big artists have never left
Todi, Yaman. Of course, they sang many rare, new ragas, new ideas but they never left, through their
entire life the pursuit of ragas like Todi, Yaman. Guruji taught us what is important is not how many
different ragas you know, whether you learnt 100 ragas, but what is important is can you unfold Yaman
in 100 different ways? Can you explore the depths of Todi in 100 different ways?

So that was an anecdote maybe in the middle of the journey with him. Now | share with you one last
anecdote relating to how the samvaad between the teacher and student evolves over decades.

Guruji had come to the US twice, and each time there was a solo concert tour that we were on.
And there was one such concert that | remember in Washington DC, the capital of the country. I think |
had played brief solo first and then it was Guruji’s solo. And I remember that year, I am talking maybe
2022, | had played raag Jaijaiwanti in that concert. And Jaijaiwanti was something that guruji had not
formally taught me. | had learnt it from Padmatai Shaligram, and | also received some compositions
from Dr Milind Malshe who is a disciple of late Pt Ratnakar Pai. And so, | practiced it, played- the
concert went well, and everything went well. Time moved on, 2 — 4 years later, 2007, | was back on
India one day and | went to guruji and my guru bandhu Sudhir Naik was also there. And my aunt who
is the daughter of the great music composer Dinkar rao Amembal she was also with us on that music
session. The taleem session ended and she told guruji to play something for us. So guruji was just openly
thinking and she said can you play Jaijaiwanti and guruji immediately said, I don’t think Jaijaiwanti is
suitable for playing on the harmonium because of the structure and the gayaki. | asked Guruji, 5 years
ago, we were together for 3 months. You watched me practice this raag for hours. I even played it in the
concert in front of you. And 5 years later you are telling me you don’t think this raag is suitable for this
instrument. What he replied was mind-blowing to me. He said, Kedar, | saw how much effort you were
putting into it, how much you were thinking about the raag, the structure, about the bandish,
improvisation, how much consistent hard work you were putting into that recital. Then he said this to
me- What right do | have to tell you not to play??

So, you know, that was a mind-blowing statement, because humility is a virtue all of us aspire
for. There are many people who are humble in manner but not necessarily humble within. For him to
say that to me after what 30 years of being my guru, showed the deep humility in him. Maybe he had
not found the inspiration for performance through the medium of that raag. But he did not think he had
the right to stop me in my exploration of that inspiration. That was another amazing instance of samvaad
between guru and shishya that | am now apply to my students

Here | am teaching students who are born and brought up in the US and Canada. And it is a very different
approach that | take.
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Our music is embedded in the language, the culture. So, students who are Americans or of Indian descent
but born and brought, they may not necessarily be fluent with our Indian languages. They are growing
up in a very different environment, outside in India. So, the two things that I find | have to work hard on
to establish the samvaad:

One is, whatever | am teaching them, | have to take extra effort to explain it to them.

The last few weeks, | have been teaching some students this famous Tulsidas bhajan, Thumak Chalat
Ram Chandra.

And how can they relate? How can they perform that? When I learnt this bhajan, nobody had to explain
to me at least what the overall concept was. But if someone doesn’t know the language, at least not to a
level, you have to help them visualize that beautiful scene that is being described in that bhajan. Kilaki
kilaki uthat dhaay, girat bhumi latptaya....... Imagine a little kid, running, skipping, stumbles and
rolls...and the mother’s heart is scared, runs to him and picks him up in her lap. That was not something
anyone bothered to explain to me when | learnt this. Because | was from the culture. So making the
linguistic, cultural aspects come alive for students in this country is important part of seeking that
samvaad.

Second important component, | will give you an example, a few years ago, a new student started form
me, about 9 years old, very prodigious. He started basic techniques, 10 Thaats, aroh avroh. He worked
on that for 1 or 2 months. After 1 or 2 months, he had good fluency in that and he was enjoying, even
the practice sessions. | could see something different about him. And typically, after that I would with
most other students, I would start with Yaman or Todi...or something like that as a first raag. I don’t
know why 1 felt that | asked him a question- You learnt all these raags, which one do you like?
Sometimes I ask these types of questions, and most of my students haven’t really thought about it. They
have just done it mechanically; they don’t really have an answer. But his answer was ready. He said I
like Poorvi. | was shocked that how instantly he knew which one he liked. So, | was amazed at the speed
with which he gave that instant answer. I asked him why? I thought he wouldn’t be able to articulate
why- | just like it. Even for that he had answer. He said | think it is very regal. That was another amazing
answer. | said alright and started with puriya dhanashree in that thaat. But what did | learn from this
experience, in terms of samvaad with students. One is, get into their minds allow them to express
themselves.

The times when 1 first learnt music, the era, the culture, the people I learnt from, the society where |
grew up in was remarkably different from the env in which my students are growing up in- Get into their
minds, figure out how they are going to be able to seek samvaad...

The second thing | learnt is: cast off your preconceived notions and biases. To me, purvi, sandhikaleen
raag is about virah, anxiousness, separation, anxiety. If you ask me what raag is regal, | will say
malkauns, darbari kanhada. But what does that 9-year-old kid, how is that kid even going identify with
emotion of separation and pain, which he may have never felt?

Who are we to say it is wrong? As a innocent, naive human being if that 9 year old thinks that the biggest
emotion coming from Puriya dhanashree is of regal royalty, who are we to say that is wrong?

So that was some of the learnings from guru shishya conversation and both things I have learnt from my
guru and implement the learnings from my students. | will take a pause here to see if there are any
questions.

I now proceed to my last set of thoughts. So, what we perform is improvised music. Raag sangeet is
improvised music. For the most part. There can be a debate about how much can be improvised, is it
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structured improvisations, are we just learning the taans and executing them. Sure, there is structured
improvisations, sure all of us have content in our libraries that we should bring out in our performance,
but it is still improvised. It is creativity. It is composition in the moment. And that is difficult. In 2
different dimensions. As a performing artist, | find it very difficult, I am still struggling. How do you
find inspiration and tap into creativity every single time you perform?

If you are going to perform, let’s say a week from now we know there is concert. You could take the
approach that you’re going to curate your performance, practice over and over again what your guru has
taught you, you execute it during the performance flawlessly. I’'m going to do this first, and then do this,
then I will play this tihaai and that chakradaar and then | will go to drut. And this jhala, you plan the
whole thing entirely and practice it, for 3 hours every day and for 2 weeks before your concert. | have
made all these mistakes by the way, I’m sharing from experience. (Kedar ji laughs) And the result of
that is you probably execute a good concert. Maybe the audience will also enjoy. But you are not inspired
anymore. And the second time you execute, it appears so packaged and artificial that you don’t get joy
from it and your audience won’t get joy from it. On the other hand, if you don’t do anything at all and
say I’m going to just play anything that comes to my kind, then the risk it. Nothing comes to your mind
because you sit on stage and you’re in minute 10 of your concert and you’re at a loss for ideas. And that
is the other extreme to go without any thought process. The second dimension of this is, as you are
growing up as a student of music, you learn a lot from your gurus, but you also have a myriad of different
influences, from other gharanas, from your peers, from other musicians, both in terms of content of
gayaki. So, if you just deliver what you’ve been taught by your gurus, then you will become a replica of
your guru. There are artists who are like that and We see that they often are subject to that criticism that
there are no new thoughts, no originality that this so and so person is bringing.

So, on one hand, you want to not be a replica of your guru, however much you are inspired by your guru,
just repeating the guru’s music will be an uninspiring performance. On the other hand, with all the other
influences, if you are not playing the music of your guru, you are playing the music of somebody else.
Through all the influences that have, the sanskaars that you have grown up with, that you’ve heard, if
you just sake something, you know one pattern you liked from one style, another tihai from somewhere
else, a bandish you liked from third person and patch it together, it is not going to be authentic, it is
going to be khichdi, which is also going to be uninspired.

So how do you balance these things as a performer?? In my humble opinion, in overcoming these
challenges, the sadhana, the concept of sadhana, which a very large topic, which I admit, I am not even
qualified to speak on, but | would venture some experiences and thoughts. Sadhana- the samvaad with
oneself., exploration of yourself is what is incredibly important. When | was a child, in the times of
India, on the editorial page, | had read this quote: the ultimate purpose of all high art is simplicity. Suresh
ji said, raag ki dhun banna. And in this aspect, the artist that | enjoy the most, and my guru also enjoyed
a lot — the music of Ustad Bismillah Khan sahab. When you listen to Ustad Bismillah Khan sahab, it
feels like it is a child who is playing! A childlike innocence, very simple patterns, very simple tihais. It
is like he is playing a music a child would dance around to in a yard. | once asked my guruji how is this
possible? Why is this so simple yet why is it so deep, so effective, so emotive. I didn’t think gururji
would have an answer, but he did. He said, because his music is highly ‘distilled’.

So, it is simple not because it is simple starting out, it is simple, original both, it has contemplated all of
the complexities. In the sadhana, all the myriad of different influences, different complex layakari, raag
structures has been practices for hours and hours, decades, and decades. And the simplicity that has
arisen is based on having fully digested all the complexities and what emerges is music that is most
natural to the person who is playing. more truly aligned with that person thought process, that persons
swabhaav. The purity of that music emerges with ease and with effortless brilliance. For this, the process
of external explorations needs to be married with process of internalizations which is solitary. So, | think
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in one of his interviews, | heard, Suresh ji also mentioned this in his talk on sadhana. Sadhana is not
something that oh | have a concert 3 weeks from now and | will rehearse for 8 hours a day because |
must perform, that is not sadhana. Sadhana is sadhana for the sake of sadhana. You will digest multiple
new things. You will practice things you have learnt over and over again. You practice and you forget.
You practice and you forget. And 10 — 20 years later in some concert, in some moment, what you
practiced 20 years ago, which has become a deep-seated part of body-mind, it will arise in the moment
of inspiration.

So many people say that for artists it is also important to have a spiritual guru. My guruji also considered
himself a disciple of Gondhavlekar Maharaj from satara. | am still at the beginning of thew journey. The
teachings of Vedanta philosophy, sufi philosophy, the practice of yoga, meditation is very very
synergistic and compatible with the journey of a musician. There is a famous ghazal by the great Mirza
Ghalib:

2T 37 O] STTE FeF FN A&l Fig 7 &1
EH-G FI 7 & 3N &H-57 Fig 7 &1
§-G0-571-G1a @1 5% & FrT 72T
Fig &H-&T 7 &1 S 9rE Fig 7 &1
So, he says that he wants to go away to some place where there is no one else. There is no one who
speaks my language whose wavelength matches with me. No one who understands me.

I want a house without walls and roofs. There is no neighbor and no security guard. Some people
interpret this as, he is fed up with society and he wants to run away from all the pain. I think it is not that
at all. he wants to withdraw internally. He wants to have conversation with himself. Without limitations,
creative artistry without limitations.

I think recently, Prabha Tai said, that when we say shastriya sangeet, we should wisely take shastra out
of shastriya sangeet. | am certainly not advocating discarding shastra at all., but through the sadhana,
where are the places where you are allowing yourself complete freedom to create and immense, that is
not constrained by what you have learnt. There are no external thoughts, there are no neighbors to
influence you.

One last incident, an anecdote about the journey of the lifetime student of music.

Just like | spoke about humility, it is a fashion to say you should be lifelong student. But it is really for
all of us to question that, are we truly lifelong students?

And no surprise, | will share my last musical conversation with Borkar guruji in this regard. He passed
away in September 2018, in March 2018 | was in India for a couple for weeks, there was a concert,
guruji had played solo and I had spent a week with him before that concert. And as | shared, both of
Bismillah Khan sahib. Guruji has composed several dhuns along the style of Bismillah Khans Sahab. I
used to and still listen to bismillah khan sahad, | play some of his dhuns; so, there is one of his dhuns
that guruji has liked, always which I had never played, because it hadn’t digested it, it hadn’t called out
to me. But in 2018, the last time | met guruji, | was at a point where | felt like playing that dhun, so |
played it for him at his home. It was Mishra gara kafi, (Kedar ji sings) And in that dhun, typically
Bismillah Khan sahab goes into this last section of jhala. In fact, they say that his initial jhala technique
was influenced by harmonium by Bhaiyya Ganpatrao from Gwalior (Kedar ji demonstrates)

So, it is beautiful music and I played it for guruji. And he liked it. After listening to it he said let’s go
back to the beginning. Tell me how you started, how you entered this topic. | told him this is how
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Bismillah Khan sahab does it. (Kedar ji demonstrates). He, my guruji, said OK. And then, we finished
the session, he taught me something else, we moved on. 2 months later we were speaking on the phone
in around May. He was hospitalized in July and august and after that in sept he passed away with a lot
of respiratory problems. This conversation that I had on phone maybe in May 2018 was my last musical
conversation. And what he told me was, just out of nowhere- (speaks in Marathi)

Trans: You know that thing that you taught me, with that pattern, | am practicing that, | am starting to
get it.

He had that joy of having learnt something new. So, I don’t have a better example of what it means to
be a lifelong student.

So, I will stop here, I hope that have done justice to this opportunity.

*hkk*k
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"The life and essence of Art whether it is dance, music, poetry, painting, lies in expressing through a

well spirit of emotions and universal realm of the human spirits that is what the great art reaches out
beyond ethnic and national barrier to move people all over the world".

%k %k %k %k
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CONSONANCE IN TUNING AND AESTHETIC VALUE ADDITION
IN PERFORMANCE OF NON-PERCUSSION MUSIC

-Dr. Mita Nag
(Sitar Exponent)
Kolkata

I have been very privileged to play at many wonderful concerts with very eminent and
scholarly Tabla Players. This is because of my father, i.e., Pt. Manilal Nag, with whom | have been
a supporting musician in many of our duet presentations in the city, in the country and overseas.

Firstly, I would say that the best non-percussion instrument in which we could demonstrate the tuning
appropriately is Veena. This is because the Veena doesn’t have the tarabh strings and on a sitar,
depending on the raga that we are playing we have to tune the tarabh strings according to the notes
played in the raga. But in a Veena, the privilege is that when you don’t have the tarabh strings you
can distinctly touch all the microtones, the shruti, without any other shruti coming in between. For
today’s demonstration I have chosen to tune all my tarabh strings in the Bilawal scale i.e., Sa Re Ga
Ma Pa Dha Ni Sa, all shuddha swaras. | may have to demonstrate the komal swaras where the
shuddha tarabh swaras may not resent. That is why | have kept the tanpura or the drone playing
which will compensate all the swaras that are not being resonating when I’m playing certain raga.

To begin with, let us imagine that we are sitting on this planet under the sun. For me, the swara Sa
is the Sun. The sun, we know, has seven colors, the vibgyor. Like the seven colours of the Sun we
have seven notes. But these are actually the distinct colours. When we draw pictures, we paint in so
many different shades of colours. Not vibgyor colours only. Likewise, in music all the tones, the
overtones, the microtones blend and dissolve into that Sa, the shadaj. So, the Sa gives us that final
piece where all the swaras dissolve themselves. And that is why Sa is the achal swara, along with
Pa. As we know, Pa is a consonant note with Sa. So, Sa and Pa are the basic two notes when we
play some ragas which are mostly based on the shadaj gram. The ragas which have Sa and Pa as the
consonant notes there the tanpura is tuned as Pa Sa Sa Sa. As a sitarist I’'m using a five string Tanpura,
Pa Sa Sa Sa Sa (Kharaj).

When we play a madhyam based raga where the consonant notes are Sa and Ma, like raga Malkauns,
raga Bageshri, we tune the drone as Ma Sa Sa Sa. Unlike the Western consonance and resonance
system which is basically a linear progression, our consonance and resonance system primarily
works on the raga system. So, what is a raga, actually ‘ranjayati iti ragaha’. So, a raga is something
that has the colour of the note and it appeals to our auditory sensation. It is pleasing to the ears. So,
what is pleasing? The vibrations that are in harmony with each other are pleasing. May be when |
am playing a sitar and | hear something like a horn blowing outside, or a cracker bursting, so those
vibrations are in disharmony with the frequencies in which the notes are vibrating in my raga. So
that becomes dissonant. It is a dissonant sound as it is not in consonance with what |1 am playing.

Basically, | am not a theoretic scholar because whatever | am going to tell you or demonstrate is
from my own experience as a musician. In theory, our scholars and students have demonstrated many
interesting points, examples of consonance. Like a scholarly presentation just now heard on the
prayog of pancham in the madhyam dominant ragas. Likewise, we have many other ragas where |
am going to show you the prayog of certain notes very rarely used but how they add into the aesthetic
beauty of the raga. Since it is afternoon time, | will begin with raga Bhimpalasi. In raga Bhimpalasi,
we have consonant notes, Sa Ma, Ga Ni and in addition we have a nyaas on Ma. This is very
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interesting combination of the raga. How every note vibrates with every other note and how the
microtones play a very important role here is something that | would try to explore through my Sitar.

In Sitar, since we have a fixed kind of tuning, the baaj taar is tuned in the low octave Sa. With
reference to this Sa, we have the main string i.e., Ma. Thus, Sa and Ma are in consonance. The
tanpura which is playing Sa is continuously giving us a backup and helping to dissolve any other
overtone when we hit the Sa. There is one Sa but along-with that there are many other overtones.
When Sa from the tarabh resonates and stabilizes, it allows us to tune the Sa along with tanpura. We
just have to hit the string and wait for the string to stabilize and only then start tuning.

The other thing about tuning is that when we are tuning an instrument, many learners of sitar start
tuning by screwing the string and it snaps. The string has a certain tension which fluctuates according
to the weather and humidity. While tuning, the first important thing to remember is to unscrew,
make it loose, let it vibrate at a lower frequency and then gradually one should listen and slowly
increase the frequency. This should be done for each and every string; for the tarabh strings as well.
Otherwise, due to sudden tension the string might snap. This is a kind of problem that most of the
learners, especially the beginners face.

Very often, the string loosens and frequency decreases. This happens because of not implying the
right method of tuning. While tuning an instrument, one should always put pressure towards gravity.
When we are tuning any string, we have to rest our Sitar on the ground with strings side upwards.
Following which we have to put the vertical pressure using our hand and then tune the string.
Similarly, when we are tuning the lateral khuntis, we have to place the Sitar sideways on our knees
and the pressure should be vertical and then tune. This is when we find that the string does not move
and the frequency does not change. For the main string also, it is very difficult to tune. If the main
string snaps it goes on lengthening and the frequency changes. To fix the main string, we have to
first wait and allow the string to just stretch. After stretching, this string will stabilize at a certain
point of time. Then we have to pull it from different positions and check whether the tune is now
stable. This is the basic rule when we are tuning.

About the consonance, with Ma, we have the Pa string. For Sa, Sa and Pa are consonant to each
other. For the baaj string, its Sa and Ma. For the madhyam scale ragas we have to tune down Pa to
Ma. For example, Raga Malkauns.

In the three and a half octaves, obviously, on every octave Sa will be consonant to Sa of the other
octave; i.e., low octave Sa will be consonant to the middle octave Sa and the higher octave Sa which
is called double frequency. When we are tuning correctly, while hitting the Kharaj Pancham, the
middle string Sa is also going to vibrate. While tuning the kharaj, as we hit the string, we have to
wait for the frequencies to eliminate and till the string stabilizes and we get the Sa.

Nowadays we, of course, have a pitch pipe or a tuner in front of us and it has become very easy and
scientific to tune the instruments. But when we learnt how to tune the instruments, it was based on
listening, with the inner sense of frequencies. Training of ears is very important in Indian Music.
During performance the tuning might change and then we don’t have any tuner to help us every time
if some note is just not in consonance. In that case our tuner has to be our ear. Training of the ear is
of utmost importance, without which it is difficult to play any Indian instrument, non-percussion or
percussion instrument. This is because these are natural instruments and depending on the weather
the strings are prone to expanding or contracting. It often happens with us that before playing in an
auditorium we are not in A/C but as we reach the auditorium the instrument is exposed to A/C all
the strings just get dissonant. To bring them back in consonance, we have to carefully and attentively
listen to the Tanpura. Listening to the tanpura, we have to first tune the judi, then the Kharaj, the baaj
and finally the chikari strings. It is not an easy task to do the tuning right when you are performing.
This is because our all focus is on what we are going to play and then if we have to tune the Sitar or
any other instrument, it is very hard unless our ear is very well trained. Also, the spotlights and
halogen lights are on us. At this time, we find that when we are playing a gamak or meend suddenly
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the tuning changes. We find there’s some disharmony. Here we have the menkas at the bottom. We
should always keep the menkas in the middle and not stretch them too low. If they are pushed too
far, for the minor tuning on stage, we cannot push them further. Thus, the menkas should be kept in
a middle position so that for the minor tune shifts we can just move the menkas. Usually for sitar,
the tune goes down, it decreases. Here we can push the menkas little by little and again adjust the
strings marking the consonance with Sa. So, the Ma and the Sa are consonant with each other. The
tanpura is important with respect to tuning as it eliminates all the unwanted frequencies and
constantly gives Sa and Pa which are the achal swaras.

In Raga Bhimpalasi, we theoretically know which are the consonant notes like Sa and Ma, Ga and
Ni, Sa and Pa. Here comes the question that how will we arrange the notes with so many varieties of
other notes aesthetically. Every raga has a form which has been prepared by our ancient scholars.
This is known as the Raga bhav and Raga roop which we have to maintain while we are improvising.
Whatever improvisation we are doing are just arrangements from permutations and combinations of
the notes, the application of the microtones or the shrutis and the application of the nyas swaras and
also the control of the volume of the notes for the aesthetic effect. If we are playing at the same level
without controlling the volume then we cannot express mood.

We arrive at consonance also with the help of sparsh swaras. The swaras which are not consonant
notes theoretically like Re and Ga or Ni and Re but for the sake of the raga it is the consonance of
the notes in a raga. That is meant when we are mentioning ever vibrant consonance. So, it is not
always the consonance between fixed notes but these are clusters of notes that form the consonance.
When we take the meend from Sa to Ma, they are consonant. But the sparsh swara Ga is also
consonant which accompanies Ma. The theory does not mention the consonance between Ga and
Ma. But the beauty of the mood of loneliness, sadness, nostalgia comes out through the relation
between Ma and Ga. Similarly, Ni and Ga are consonant notes but in Bhimpalasi, Re and Ni also
establish consonance with the balance of Sa. Here, the Sa acts as a mediator which dissolves the
dissonance between Re and Ni.

Normally we know that Re and Dha are consonant notes. But in Bhimpalasi, Re and Dha are not in
consonance which is an interesting fact. Whereas we find that Ga-Ni and Sa-Ma are consonant and
where there is non-consonance, we are resolving through Pa and Sa.

In raga Patdeep, the consonant note with komal Ga is the shuddha Ni with the Pa and Dha
intervening. Thus, we always need help of the Sa and Pa to resolve any kind of note where it is not
in direct consonance with the other notes of the raga. This is something that | have just realized while
playing that we have to take the help of the Pa, Sa or Ma (in some ragas) to arrange the non-consonant
notes.

We need Pa to highlight the colour, the tint of Patdeep.

We have ragas Marwa, Puriya and Sohini which have the same notes but difference in consonance
distinguishes one raga from the other aesthetically.

In raga Puriya, the focus is on Ni and Ga. We touch certain shrutis when we play Re from Ga. Here,
Ni Re Ga are in consonance. Also, the teevra Ma i.e., first shruti of pancham is consonant.

Whereas in raga Marwa, shuddha Dha and Re are in consonance. Also, on the Sitar, we are
continuously storming the Sa and the chikari to give the tanpura-like resonance, vibrations
continuously. This means we are not playing single notes but playing notes always in consonance
with the Sa and Pa or with the Ma because we are continuously striking the particular strings when
we are playing. The swaras Dha, Re, Ni are all in mutual consonance.

In raga Sohini, so Ga and Ni are consonant with the help of Teevra Ma and Dha which are in
consonance.
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Thus, if we study Raga by raga, it is really very interesting that whatever may be the theory of
consonance according to the shastra, in our experience they are all mutually consonant notes in the
raga music. As artistry what one should remember is how to arrange the notes and how to resolve
them so that we do not 'move away from the form of the raga but we can present an aesthetically
pleasing performance. There remains a lot to say about rasa and bhava which needs to be studied as
per each raga and requires a very long time.

But I think, I have been able to give you, more or less, a summarized impression of what we mean
by consonance when we are presenting and tuning.

ekoksk
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Abstract -Art, music and literature have a special contribution in keeping the Indian culture intact.

Music is such an art in which, there is expression of emotion through voice, emotion, word and
rhythm. In which the artist exhibits his art according to his talent and the audience feels happy.
During the performance of the art of music, the artist communicates with the audience through
his/her art and what kind of conversational response the audience has on that. How the artist
interacts with his co-artists through his art. Various aspects of this mutual musical dialogue have
been presented in this research paper through the medium of singing, playing and dancing.

Key words- presentation, audience, dialogue, co-star, association

Introduction- Art, music and literature are the basic heritage of society and human life, which is the
product of human culture. This is because the base of all three is the same, all three are mutually
combined. All these three are like a string of pearls laced in a single thread in the tradition, which
are practically ingrained in human life in such a way that they cannot be separated from the tradition.

Art of music includes songs, instruments and dance. All three have developed from their
respective traditions and specialties. Literally; Without a dialogue in art, expression is impossible.
Music expresses human emotions through tone, language and rhythm. 'Dialogue’ becomes the
medium of this emotional exchange. Music is a performing art in which presentation is the only
medium through which dialogue is established between art, artist and audience. By strengthening the
specific aspects of musical art through practice, the medium of communication becomes more
capable and stronger.

Literally; the word 'Samvad' is formed by adding the prefix ‘Sam’ to the word 'Vada', Sam
means equal and VVada means to speak. Its literal meaning is 'to speak or talk'. If we look at the history
of the word dialogue, then we find the use of this word from the Vedic period itself. In the Vedas,
if we talk about Rigveda, there is a reference to the hymns of dialogue. Like- Yama-Yami dialogue,
Indra-Agastya dialogue, Purvara-Urvashi dialogue etc. From the point of view of classical music,
the short meaning of dialogue is the mutual co-ordination of two voices, but today in the language
of common people, a conversation or conversation between two people is also called dialogue. The
word communication is used for dialogue in Latin language which is also used in the context of
music.

Literally; Dialogue is a natural law which pervades every particle of nature, that is, each
stimulus is operated by each other's action and reaction. The principle of "action and reaction™ in the
mystical sense of dialogue can be seen in every creation of nature - like- when the black clouds cover
the sky in the rainy season, the peacock dances around to woo the peahen. In the rainy season, seeing
the pouring clouds of papiha or in the spring season, the cuckoo coos, etc., these indicate the natural
dialogue.
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Generally, two modes of communication have been considered by the scholars — verbal
communication and non-verbal communication. The meaning of both types of dialogues has been
taken in the music. In Verbal communication, any information or dialogue is transmitted in the form
of words to the recipient. For example, it involves talking, reciting poetry, singing a song, etc. to
convey your message to others. In Non-verbal communication, one person provides information to
another person non-verbally, that is, through signs and symbols, the message can be understood by
the person in front by his reaction. In this type, communication is transmitted through body language,
musical tunes, etc. Mutual communication through music also takes place in the same way and
expression in music is impossible without dialogue.

Now if we look at the dialogue in another way, then it can be of two types. First personal
communication — which is carried out from one person to another. And the second is Collective
dialogue — The dialogue which is done in two or more people i.e., group. literally; Music is such a
fine art which is completely based on the latter communication process. The origin of music depends
on the dialogue, whether it is through the voice of the singer while singing, the instrumentalist while
playing an instrument, or through the rhythm of the dancer. Singing is a matter of verbal
communication whereas playing and dancing come under non-verbal category. Singing, playing and
dancing all three can become the subject of individual dialogue and group dialogue.

Dialogue in fact; is a process related to mind and brain which is based on sensibility and
music is very closely related to both mind and brain. Psychologically, due to difference of
intelligence, thoughts and feelings of each person, his behavior and reactions are also different.
Music is a language in itself which is exchanged from one person to another through feeling. Where
the limit of literal language ends, the scope of music just begins. It is a powerful medium of
expression. For the success of an artist in expressing his or her feelings, it is necessary that the person
who receives that expression, means that the audience, is available. Thus, both the artist and the
audience are important links in the expression of art, which are two important stages of the beauty
of any art. One is the creator of beauty and the other is the recipient of it.

In music, the method of creation of 'Bhav' by 'Ras' has been explained. Pandit Bharatmuni,
the author of Natya Shastra, writes about Rasa — ‘Vibhavanubhavvyabhichari Sanyog
Darshanishpatti means Rasa is generated by the combination of Vibhava Anubhav and Sanchari
Bhava. In this, the "feeling” is an important factor of the dialogue such as the response of the
audience. Anubhav means what changes take place in the body of the listeners when they feel the
emotion. Like - increased heart rate, or high blood pressure, or fast or slow breathing, tears in the
eyes, etc. We often see that listening to devotional songs, kirtans, gawwalis, how the listeners get
involved and start dancing and tears start flowing from their eyes after listening to the music. In any
presentation of music, this type of dialogue has been seen between the audience and the artist.

Music is not related only to the heart, but to the whole body, no matter what genre it is. When
music plays or someone sings, then the hands of the listeners naturally start clapping or feet start
tapping or the dancer expresses his feelings through dance. Different actions are operated by body
parts during dance. Due to which the expressions get a concrete form, through these postures and
expressions, the ground of dialogue between the dancer and the audience is prepared. In this way a
dialogue is also established between music and dance. In the presentation of classical dance, there is
a continuous dialogue between the movements of the dance artist, with the lyrics of the tabla and
with its accompaniment. This dialogue is seen many times in the form of question and answer or in
the form of reading. Which creates artistry in the presentation.

The interaction between the artist and the audience in Indian music from the perspective of
presentation- In the presentation of any art and to understand its aesthetic artwork, it is important
for the aesthetically analyses his or her music through various aspects. Music is a performing art
therefore; this platform is a powerful medium to establish a direct connection between the artist and
the audience. In today's scientific era, there are many means of making music accessible to the public,
in which stage performance is most important because in this it is possible to have direct
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communication between the listener and the artist. The main purpose of the artist installed on the
stage is to express his emotions through the art of music. The artist communicates the emotions
hidden in the infinite depths of the human mind and heart to the listeners through the tunes of
different ragas and songs, as a result of which the listeners experience various emotions and jump in
a wave of joy. In classical music, we often get the following examples in the form of conversational
response of the listeners-

1) Many listeners reach a state of deep meditation by listening to ragas of a serious nature, and tears
start flowing from their eyes automatically.

2) If many listeners get pleasure from listening to a certain vocal composition, then they say Wow
Ustad! Or else, Kya baat hai! Like words express the joy they experience.

3) On listening to any complex or rhythmic variations played by the main artist, the audience shows
their respect to the artist by clapping.

4) Many a times, listening to a tihai, the audience start shaking their heads curiously to see the main
artist coming aptly on the mukhda or sam.

The message of the musician's songs reaches directly to the inner self of the listeners, as a
response to which their body starts stirring. If we look at the scientific reasons for this, according to
the research of Dr. Alan Harvey - when a person listens to his favorite song, the amount of oxytocin
hormone in his body increases. At the same time, by listening to favorite music, the flow of a
chemical named dopamine in the body increases rapidly and for the same reason man feels pleasure.

In today's era, it is very important for music to be appreciated. To appreciate music, it is not
as much important to understand its language, complexity and technique as it is to understand its
emotion. Actually, appreciating music, trying to understand its feelings is also an art. Whatever be
the type of music, one should know how to appreciate it.

If we talk about easy music, then the word easy or popular music is predominant, which
touches the mind and brain of the listeners through words along with the tune. In this music too,
there is a fascinating dialogue going on between the words and the musical notes. In easy music, the
words of the song, after getting a combination of voice and rhythm, become vocal with more clarity
in their expressions. Many words are found in the songs, which, while communicating with the
voices and rhythm, feel contextually and logically clear, such as if there is a word in the morning,
then the harmony appears in ascending order and if there is a word in the evening the assonance
appears to be used in descending order. Along with this, the musician also indicates these words
through the vocal groups of the morning and evening ragas. Apart from this, there is such harmony
in composing the words that while listening to the song, the listener feels the exact meaning of the
words. For example, Kishore Kumar's song 'Teri Duniyaan Se Main Bahut Door Chala......" in the
film Pavitra Paapi [1970], in which the word door which means far is sung higher and longer. This
is how composer Prem Dhawan Ji has given proper justice to the word far. Many such examples
have been seen in songs given by good musicians.

According to the theme of the song or the emotion that is clear in the words, the dialogue is
also visible in the ragas selected for that particular song, such as in the songs with words like
Mausam, Faza etc., mostly the use of Gaud Malhar, Miyan Malhar or Bahar raga is seen. For
example, the song Bole re Papihara is composed in Raag Miya Malhar which describes the scene in
rainy season. Apart from this, in the songs which describe the morning or indicate dawn, morning
ragas such as Raga Bhairav or Ahir Bhairav are used, e.g., Jaago Mohan Pyare, Puchho na kaise
maine rain bitai etc. and evening ragas are used for the evening. The experiment can be seen in many
songs.

Ghazal is a type of song that comes under easy music. Ghazal singing is considered to be
extremely sensitive and painstaking. The purpose of singing Ghazal is to embody the essence and
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meaning of Ghazal by connecting it with emotional tune. The purpose of the song is to present the
deep feelings within the two lines of Sher in a very lively and interesting manner. Especially after
elaborating the Misra-e-Ula in various ways, creating a sense of mystery and excitement, the mystery
of the lion is unveiled in a wonderful way in the Misra-e-Sani. Especially in Kaafiya, the harmony
is created, where the veil of mystery inherent in the lion is lifted and here the feeling reaches its
climax and from the mouth of the audience, wow! very nice!! sound appears. This sound depends on
the neutrality of the emotional and intellectual dialogue between the artist and the listener, which
proves the significance of Ghazal singing.

If we talk about folk music, then the musical expression of all the emotions and feelings
related to the culture, speech, customs, lifestyle, Teej-festivals etc. of different regions of India is
done exclusively through folk music. Its scope appears to be much wider. Folk music is very
important on various social occasions and festivals, such as marriages, birthdays, etc. There are songs
related to special occasions, through which an emotional dialogue with the people of that particular
festival is established.

If we think about dialogue from the point of view of the artist's art and the science of his
inner self, then it is known that during the presentation, the dialogue goes on continuously in the
heart of the artist. It can be understood by the name of positive dialogue or negative dialogue - like
when a dissonant or wrong tone is played, the artist feels in his mind that this thing did not play well!
Just like this, when a good tone is played, he gets joy from the heart. And wow and aah are expressed
spontaneously. If we understand from the experience of other artistes, while singing or playing a
raga, many times there is a dialogue in the mind and the dialogue in the mind gives inspiration to
play a certain vocal accompaniment. As if that vocal accompaniment starts playing in his mind from
before. While discussing the Dialogue in the context of Raga-Music, connoisseurs say that only that
raga is pure which has better balance because dialogue is hidden only in the better balance of raga.
This means that the octave is divided into two parts, Purvanga and Uttarang. During the singing and
playing of ragas, many times the artists use such vocal accompaniment with a certain rhythm,
listening to which it seems that there is a continuous dialogue between the vocal accompaniments as
well. Which can also be understood in the form of question and answer. As in Raga Shyam Kalyan

) dEIH
qaay

R) |

HYYHY

In modern times, the public prefers that artist who gives them maximum pleasure in the least amount
of time. The success of musical events depends on the co-operation and harmony between the
performer and the accompanist. Sangat's only goal is to increase the beauty in art and the artist should
keep trying to create something new in his art presentation.

Dialogue with the accompanist - Without any verbal dialogue, the musician or singer has a
continuous dialogue with the tabla accompanist. Many times, this dialogue goes on even by looking
at the vocal accompaniment of the singer or instrumentalist and also by looking at their gestures.
Some examples of communication with the accompanist- It is common in Hindustani music that the
musician communicates to the accompanist by hand or other gestures to increase or decrease the
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tempo of the tabla. Many times, after listening to the artist's tihai, taan etc., the tabla player himself
starts communicating with him by playing the tabla accordingly with the same rhythm. To increase
the curiosity of the audience, many times the main artist and co-artist resort to question and answer,
it seems as if the instruments of the artists are having a conversation with each other.

To make any program successful, it is very important that there should be mutual co-
ordination and intimate dialogue between the main artist and the supporting artists from beginning
to end. It is very important for the associate artist to understand when we, the main artist, need what
kind of accompaniment. When should there be association of jugalbandi, when and what kind of
accompaniment does he want? There is no written and universally accepted rule of an absolutely
ideal accompaniment. It has to be developed with mutual co-ordination or understanding and the
artist's art presentation is done with mutual understanding and harmony.

In fact, the best accompanists are considered the best tabla players. Hence; Accompanists also have
to introduce their art by seeing the appropriate opportunity, such as the alap portion is such that it
seems appropriate not to be answered by the tabla, whereas some tantra kari portion or rhythmic
presentation can be answered by a tukda or a tihai which adds to its beauty.

A talented singer who has the ability to create a unique composition, who is the knower of
Satyam, Shivam, Sundaram, is an artist. Human development, progress and life are all based on art.
It is expected from the artist that he should be educated, knowledgeable, with a completely developed
personality and a creative tendency. The performance or presentation of any art is done through
thoughts, its knowledge and its training is very important. Riyaz or practice is resorted to provide
stability to the training. As the continuity of the course takes stability, the process of thinking starts.
Literally; To provide a desired platform to any training, it is necessary to have creativity.

In conclusion, it can be said that in the origin of the birth, development and experiments of
all genres of music, all lyrical types, etc., there is an important role of various expressions and
interactive experiments. This emerges in front of music as a powerful interactive medium. Music is
the language of the mind, in which, under different genres, in presentation is carried out between
artist and listeners, co-artists, even on the basis of sensory dialogue. This is how the presentation of
art builds, which in turn gives immense pleasure to the connoisseurs and listeners.
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Abstract:- Music is an art that involves Physics and mathematics as an existential entity. Being an
art first, the aesthetical appeal is of foremost importance. Consonance, termed as ‘Bhaav’ in Indian
Musicology is an important universal aesthetic principle in Music. This principle has its basis in a
mathematical phenomenon of ‘Harmonic series’. The aesthetic articulation and richness of vocal
music is result of an amalgamation of harmonics, consonance, and resonance. This paper is an
attempt to bring forward the said relationship.
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It is marvelous to see how harmonics can cause a simple pluck of the string to create richness, depth
and complexity in the instruments like Sitar, Tanpura etc. Harmonics also referred to as overtones,
are resonant frequencies which are arranged in a Universal mathematical relationship called the
harmonic series. This relationship is universal whether the sound comes from Sitar, or flute, or it is
the human voice itself. Harmonics are generated from a fundamental frequency or what we call pitch.
To understand the relationship between fundamental frequency and harmonics, let’s understand what
the fundamental frequency is.

Fundamental frequency and Harmonics- The fundamental frequency, say of Tanpura string, is the
vibration that occurs when the whole of an instrument resonates. The fundamental frequency of a
Tanpura string is produced when an entire string oscillates up and down. The frequency of this
particular vibration is the dominant pitch. But when the string is plucked it does not vibrate only at
one place. It also vibrates in halves, thirds and fourths etc. all at once. These resultant vibrations
produce the frequencies that are termed as harmonics. If the fundamental frequency is 200Hz:
meaning that it vibrates 200 times per second, then the second harmonic we found at 400 Hz: twice
the fundamental. The third harmonic 600 will be three times the fundamental. The fourth harmonic
800 will be four times the fundamental etc.

Our minds and ears do not perceive the harmonics individually; rather the strength and quantity of
the harmonics of fundamental frequency comes across as timbre or tone colour. It is what makes a
sound Shehenai brassy and Dagga or Baya go thump. Harmonic series is basis of Saptak or Octave
where pitches appear in a predictable harmonic frequency. If our fundamental frequency is C4 (say
sa), then second harmonic will appear at octave high C5 (sa’). The following harmonic introduces a
new note, G (Pa’).The fourth harmonic produces another C (Sa”). The fifth harmonic is an E (Ga”).
If we continue up to the eighth harmonic and we have C (sa), D (re), E(Ga), G(Pa), A (dha). These
are the notes of major pentatonic scale, one of the most foundational and widely used scales all over
the world. If we keep going up through the notes of the harmonic series, we encounter all 12 notes
of the scale and many notes that are not found in our system at all.

The harmonic series not only explains the nature of vibration in pitched instruments, it also a
governing phenomenon of the structure and composition of the music itself. A pure sound wave, or
a sine wave, devoid of harmonics would neither make music audible or tangible. This enables us to
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distinguish the voice of one person from another or timbre of one instrument from another. Since
harmonic series is universal and natural phenomenon, humans are enticed to it since the beginning
of musical expression itself. It is so functional that our musical perceptions and consequently
creations are accustomed to this ratio.

Harmonics and Consonance-The harmonic series is the reason why certain notes sound good
together, i.e. consonance.'The sounds that sound pleasant together were organized and then termed
as Gram / scale/octave/Saptak.It was not like someone in the past decided the notes on a scale that
they like and then we agreed to it and now use it out of habit. It is that the universal law of Physics
i.e. Harmonic Series decides the relation of these notes and consequently the notes in a saptak. Thus,
the basis of Octave / Saptak is consonance. Indian Musicologists have proposed the theory of Shruti
to expound the principle of consonance and its role in Saptak formation.? The consonance being a
natural phenomenon has always existed from the beginning of human musical expression. A sound
produced by any resonating body vibrating at a consistent frequency is called pitch. This pitch will
also include harmonics that will include the integer multiple that of base frequencies. Since they are
in a particular relation to fundamental frequency as per the harmonic series, they sound more
agreeable, pleasant which is known as consonance. As mentioned before consonance in harmonic
series is universal and natural phenomenon and hence humans are enticed to it since the beginning
of musical expression itself. This pleasantness is inherent quality of consonance and thus consonance
adds an aesthetic value in Music. It is the degree of ability to perceive and reproduce the consonance
decides the tunefulness of an artist be it singer or instrumentalist. The principle of consonance in
tunefulness is the key to expression or Ras nirmitee in Music. This is the very reason why consonance
was termed as ‘Bhav’ in Indian Music e.g. Shadj-Pachambhav and so on.

Consonance is the reason why tuneful artists sometimes sound off tune in tempered scale tuning. It
is the reason why some scales or modes are more popular in some cultures than others. It is the very
reason behind the following structural principal of Raga Sangeet e.g. Raga must employ full range
of octave and so must cover both the tetrachords, it must not take both the sharps and flats of the
same note consecutively.®The distance between Vadi and Samvadi must be of at least 9 shrutis etc.
One can clearly see the underlying principle of Consonance in all the above structural principles of
Raga formation.

Harmonics in human voice- In human voice, the musical sound source is the vibration of the vocal
folds (vocal cords). When the vocal folds come together and air begins to pass through them. The
vocal folds then vibrate very rapidly, which chops the exiting air into little puffs. This in turn creates
a buzzing sound.* The buzzing sound is a complex tone made up of multiple frequencies, which we
call harmonics. The lowermost harmonic of the sound produced at any given instance is also called
the fundamental frequency. And it is also called the first harmonic. It being the loudest one, it is
perceive as pitch. The harmonic series plays an essential role in singing and the resonance of singing.
Variations in the strength of specific harmonics in the harmonic series are the reason why no two
voices sound alike, even if they are singing the same pitches."*Thus the harmonics are basically the
frequencies that are formed at vocal folds.

Harmonics, consonance& resonance in vocal music- Before exploring the relationship between
harmonics, consonance & resonance in human voice, first briefly discuss what resonance is.
Resonance is the sound produced in an object by sound of a similar frequency from another object.
As a result, the sound produced by original object is intensified and enriched. In human voice, when
the harmonics produced at vocal folds (vocal cord) induce the similar frequencies in the other parts
or cavities of body, the voice is resonated. Thus, it is not merely that the vocal folds (cords) that are
forming frequencies. The vocal tract too resonates and forms frequencies. When the harmonics of
any given fundamental frequency produced at vocal tract are in close proximity to the resonant
frequencies of the vocal tract, the sound levels of those harmonics are boosted, making the overall
sound levels louder. This is resonance in voice.

The vocal tract has a unique structure unlike a simple straight pipe. The Vocal tract extends from the
top of the vocal folds in the larynx to the edge of the lips or the nasal pores open at the nostrils. It is
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not of uniform shape or size and it is highly manoeuvrable. It can be manoeuvred by adjusting the
positions and shapes and actions of our articulators. The tongue, the jaw, the mouth or lips, the soft
palate, the pharynx, and the larynx are the articulators. Moreover, our vocal tract has a bend, and a
side branch where the nasal port open and has nooks and cavities. Some of these cavities are
resonators in and of themselves. They are capable of resonating at their own frequencies. So this
means that our vocal tract is capable of resonating at multiple frequencies which are called formants.
The formants occur naturally in the oral cavity and pharynx and interact with the harmonic series of
the fundamental frequency being sung."®

Thus, vocal resonance is the result of the interactions between voice source, the vibrator, harmonics
and the vocal tract formants, the tube resonances."” Essentially, there is an interaction between the
source and the tube that the source then must travel through. In this case, the vocal tract can either
benefit or enhance the source harmonic or equally, it can detract from the resonance of the source
harmonic. And therefore, the singers emphasize on vocal tract shapes such as tongue placement and
pharyngeal space to develop the resonance in voice.

The interaction between vocal tract formants and source harmonics at vocal fold decide the tone of
the vowel. While articulating EE vowel, for example, jaw drops a little, tongue tip is down and
forward; while the top front of the tongue arches towards the roof of the mouth. The corners of the
lips pull out. Additionally, since the upper and lower rows of teeth are nearly touching each other,
there is a little space in the oral cavity for resonance. At the same time, the high and forward tongue
allows ample space in the pharynx for resonance. The larger space in larynx aids the resonance of
lower frequency as well. Therefore, both the low pitched and high-pitched notes resonate better on
EE vowel. Each of the vowels has unique tongue, jaw and lips position and hence it resonates vocal
tract and harmonics at source vocal folds uniquely. This helps listener to distinguish between vowels
with their aural characteristics that are formed with the unique vocal tract and articulator’s settings
foreach vowel.

Musical compositions or performances comprise of variations in pitch i.e. fundamental frequencies.
Every time the pitch goes up or down, the harmonics (the rest of the harmonics in the series) move
up or down with it. So, this means that singer needs to continually readjust his/her resonator tracts
in order to match those harmonic frequencies and give the voices that powerful acoustic boost i.e.
resonance. Thus, for resonant vowel production, singers need to make subtle adjustments in vocal
tracts / resonator tracts. Here the singer’s acquaintance with voice culture, his experience, awareness
and experimentations play significant role.

Conclusion: The principle of consonance is a key to expression in Music or Ras nirmitee. This is
the very reason why consonance was termed as ‘Bhav’ in Indian Music. The principle working
behind the consonance is natural or physical law of harmonic series. The consonance in harmonic
series is universal and natural phenomenon and hence humans are enticed to it since the beginning
of musical expression itself. This pleasantness is inherent quality of consonance and hence
consonance adds an aesthetic value in Music. It is the degree of ability to perceive and reproduce
the consonance decides the tunefulness of an artist be it singer or instrumentalist which plays
important role in Ras Nirmitee. The harmonics of consonant pitches produced at vocal folds are
further resonated in vocal tract. By sustaining the tone and very subtly moving things around, making
small adjustments in articulators and being aware about what ultimately produces the best sound,
results in resonant human voice.
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Abstract-- In Indian Music, one of the most important and centralized concepts is Raga. In both
Hindustani and Carnatic music Raga is regarded as the prominent feature used as a medium
expression. Our ancient treatises have led us a lot of information about the Raga. From the similar
sources we also learn that Raga has been associated with time which is regarded as its traditional
norm.

In this paper on Raga Theory in Indian Music attempt has been made to analyze the
importance and significance of the relation between raga and time. It throws light on this relation
by giving very convincing examples of the human behavior at different time and occasions. We see
different kind of behavior of the same human being in a particular situation at different times. Thus,
emphasizing the impact of time on human behavior, here is an attempt to analyze importance of time
in raga theory.

Key words: - Swara, Raga, Tala, Hindustani music, Carnatic music

As is well known, Indian music is developed in conjunction with natural notes adding new
ones on the basis of consonants, which has led to the development of the Raga and Tala system.
Music all over the world has its own notes and combinations as well as a combination of rhythm and
rhythm that rarely detects the accuracy of songs based on Raga and Tala. Raga is Jati's latest name
as K. Vasudeo Shastri states in his book, Sangeet Shastra; the development of Jati-s was the result
of ancient Sam-Gana, which according to Naaradiya Shiksha has a thousand types of singing.

Indian scholars plunged deep into the ocean of music to come up with rare pearls of cultivated
sound. To understand Raga, one has to be acquainted with all the constituents that accord it a living
personality. It would be a superficial attempt to define a Raga by its ascension and descension; it is
the traditional movement of small phrases that gives a clue to its identity. In using a note, one should
know the value of stopping at or passing through the note. I am certain that the reader would be
acquainted with all other essentials and therefore I shall move on to the relation of Raga with Time.
Even for the traditional performer, it has been a complicated issue. The musicians of the Hindustani
music system are rigidly trained to observe the time of the singing of a Raga. It has been
communicated to me by several of my Carnatic musician and musicologist friends that this is not a
mere traditional belief but, in some Raga, it is an observable fact, and this should be observed in the
Carnatic system also. On the other hand, several Hindustani and Carnatic artists and musicologists
even today doubt the existence of the relationship between time and Raga.

Before | continue with my commitment, | would like to put some ideas in order to consider
your empathy.

Have you ever noticed the change in human behaviour from dawn to dusk, from summer to
winter, and rains to autumn? Sometimes the effect of time on the individual is so deep that the same
person, who acts as a serious, peaceful, tolerant individual at a given moment of the day, becomes
angry, annoyed, and irritant at another. Sometimes he acts dissociated while at other times he shows
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genuine interest in every bit of his surroundings. Several reasons might betree01.jpg (4895 bytes)
assigned for this change depending on particular circumstances, but on a holistic level, the effect of
natural changes cannot be denied.

Have you ever observed your nature minutely? How and why do you like soft sound, soft
light, and soft color in the mornings and late night at while you do not mind the bright colour and
loud noises during the daytime? How at some given instant you get annoyed with the shouts and
laughter of children playing in the street, while at other moments you feel like joining them in their
fun and making noise yourself? Why do you like to walk slow and talk little at one time and do just
the opposite at another?

Have you tried to feel the effect of a single musical note and then several soft and
comparatively harsh combinations of notes?

If you have gone through these experiences, have the habit of observing the effects derived
from nature — from sound, light colour — I am sure you will agree at least on this point that a particular
note or a certain combination of notes creates a kind of effect on our mind which is best suited at a
particular time of the day to the outside nature as well as to our nature than at any other time. The
Indian notes can please and entertain everybody and are called Swara-s. Swatah ranjayati iti swaraah.
However, it would be a more fit and refined study if we can also find which Swara would produce
the most expected effect and at what time and under which conditions. I have purposefully added the
word condition because manipulation of conditions may change the effect of time. Hence to study
the effects of a particular note at a certain time will also require the natural condition of time. It
comes as a pleasant surprise to realize that the effect of notes was experienced by musicians even in
the Vedic times. Thus is that the singing of notes and pitch and place differ in Sama-gan from
morning to noon to evening. After due consideration, the use of a specific Jati for a particular
situation in the drama was approved. Music is often defined as the language of emotions. If this is
treated as axiomatic then the relation between musical notes and emotion is established. As
mentioned earlier, the nature and intensity of emotions undergo a continuous change from dawn to
dusk. It is thus by the principle of consonance to establish all arts resting on human feelings, in direct
relation to emotions. Dr. Deva of Central Sangeet Natak Academy is working to establish the Raga-
time relationship by examining the effects on musically untrained ears and | do not doubt that the
results obtained by him are encouraging.

I have considered this aspect of music more naturally and uncovered that there are certain
sets of Raga-s that observably reflect the feel and time of day. For example, Jogia is played at the
break of dawn and then comes to Bhairav, Kalinga, and Bhairavi. With the young sun gradually
maturing, the sets of Asavari, Jaunpuri, Gandhari, Deogandhar, etc. follow, displaying the strength
of notes by changing Komal Rishabh into Shuddha Rishabh. By noon, the softness of Komal Nishad
and Komal Dhaivat has also been driven away; the notes become plain (Shuddha) in the group of
Sarang. With the arrival of evening, sharp (Teevra) Madhyam is introduced which gradually attains
prominence in Raga-s like Yaman, Shree, Marwa, Purvi, etc. Komal Gandhar brings joy, happiness,
and lively feeling until and unless it is manipulated from a different angle to produce the feeling of
pathos. After a full day’s labor, the later evening is a time for revelry and rejoicing. This mood is
sincerely created by the group of Kafi, Bageshri, Sindura, etc.

It might be stating an obvious fact but to get the correct feeling and effect thereon of a Raga,
one has to listen with taste and tradition of musical expression through the ear. This taste is not to be
confused with taste and expression produced and felt on my tongue, eye, nose, and skin.

There are some other groups of Raga-s, the reasons for the placement of which is a particular
time slot | am not in a position to substantiate. For example, Bilawal is a group of morning Raga-s
rich in Shuddha notes while the group of Malkauns and Kanhara with Komal Dhaivat are placed
between nine and eleven in the evening. A reason that comes to mind is that man holds both
sympathetic and antagonistic positions with nature. | have earlier admitted that manipulation of
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conditions may change the effect of time and at times it may be the requirement to dissociate oneself
to regain and assert one’s individuality.

During the medieval period in India under the patronage of Muslim rulers, musicians created
certain new Raga-s and applied their logic in deciding their time relationships. To explain the Mishra
or mixed Raga-s tree02.jpg (9539 bytes) | take the example of Raga Bahar to show how it has been
mixed with other Raga-s, morning, evening, or some other time. Bahar being a seasonal Raga can be
sung at almost any time during its season but traditionally it is sung between nine and eleven in the
evening. Mixed with a morning Raga like Bhairav or Hindol it can be sung in the mornings as Bhairo
Bahar or Hindol Bahar; mixed with evening Raga-s it can be sung then, like Basant Bahar and
Bageshri Bahar. There are about seven ways of mixing two or more Raga-s but for fixing time the
principle above has been largely accepted.

Pandit Bhatkhande has dealt with the principle of fixing the time of a Raga. Looking to the
present-day needs of musicians and scholars alike, I would suggest that expert musicians and
musicologists of our country should meet for reassessing the reasons and logic behind the Time-
Raga relationship and also re-examine the time already prescribed to Raga-s. If it is felt necessary,
to suit the natural relations between Raga and the emotional feeling of modern man, a new revised
timetable of Raga should be created.
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Abstract- Hindi film song has its specific musical form which has evolved through the years. Right

from the Golden Era of Music, the Hindi Film Song has undergone may changes. The basic urge to
communicate, to interact and to grow simultaneously is seen in every artistic expression which has
human element involved. Music consists of a very important and significant factor called
consonance, without which the music would hardly exist. Film song is also not exception. In film
song it is interesting to know how the element of consonance is applied creatively and how it
enhances the effectiveness of the same.

Key words: Song Aesthetics, consonance in compositions, Hindi film song, song structure, sign
line, cross line, stanza linking consonance, lyrical consonance, compositional consonance,
instrumental consonance, vocal consonance

Introduction- Hindi film song form has its roots in past. A 1935 Film ;DhoopChhanv had India’s
first playback song. ,Mai khush hona chahu ,( sung by K. C Dey ,Harimati, Parul Ghosh and Suprova
Sarkar.) Music was composed by R C Boral. The form is evolving continuously since then. Hindi
film song has particular structural existence. The form is accepted and appreciated by large number
of audiences. There are many reasons why this form is so popular and inseparable part of socio-
cultural life of the Indian population. Every Indian has an emotional attachment and personal
associations with Hindi Film Songs. Consonance in compositions is one of the reasons due to which
this form is so successful, and long lasting.

Consonance in Hindi film songs- In classical music ,Shadja Pancham Bhav Vadi Samvadi,Sam —
Kaal concepts are based on consonance. In film music, consonance comes in a different form.
Basically, film music is a music of mass. It is supposed to be easy to understand, at the same time it
demands for loyalty to the story. Music director (most of the times) composes the lyrics in hand
considering the poetic meaning of the text and the situation on the screen. He has to knit the song
with the help of different musical phrases. Thoughtful sequence of phrases carry forward the musical
thought. In such manner the consonance is established on lyrical and musical ground. Instrumental
arrangement also plays important role in overall consonance created within the song. Its like a design
drawn on a fabric, in which there needs to be some relation between the motifs, which finally turns
into a theme. Similarly mere alignment of the musical phrases doesn’t lead to a ‘composition’, the
sequence and consonance matter a lot. Individual aesthetic presence of a phrase and its relation to
the previous and next one creates a desired tone of particular composition. Consonance in Hindi Film
Songs can be found in its structural elements. To know this aspect, first we will have to study the
structure of a Hindi Film Song.

Structure Of ‘Hindi Film Song - Every artistic expression needs a structure.
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Human mind, particularly Indian psyche needs to experience stable, compact and secured listening
experience. The Bandish form gives this security. It is accepted and liked for many years. It was in
Dhrupad and we have it in Khayal too. There has to be a frame which will give specific contours
within which the creative phrases are woven. The articulation is achieved and the thought is
expressed within this territory.

Hindi film song has a typical song structure which is followed for years together with some
alterations and experimentation.

Typical Structure Hindi Film Song

Introduction piece — instrumental piece in the beginning
Refrain -Sign line- First line of the song

Cross line- Second line of the song

Music 1- First interlude

Stanza 1 First stanza ( Antara)

Sign line -Repeating the sign again

Music 2 - Second Interlude

Stanza 2 -Second stanza (Antara )

Coda — A concluding instrumental piece

We can see that there is a frame in which song is developed. There has to be a connection, interaction
and most importantly ‘Consonance’ within the various elements of a song. Interestingly it is found
that there are many ways to achieve a consonance in song structure. Let us discuss with the help of
examples.

Introduction Piece and Consonance- Introduction piece is an instrumental opening of the song.
However, in some songs vocal Alap is also used as introduction of the song. Introduction piece,
largely known as intro piece creates the background for the song. It announces the tone, direction
and makes way for the particular emotional content ahead. One can make out that song is of serious,
romantic,sad,comedy mood ,merely by listening to the introduction piece. For example.

Example 1 Introduction piece of Song Aa ja sanam madhur chandani me hum (Film: Chori Chori,
Hasrat Jaipuri ,Shankar Jaikishan , Lata Mangeshkar, Manna Dey )

The intro piece is designed and played on accordion, the phrases, and the style of playing creates
romantic atmosphere.

Example 2 Alaap in the song Aaj phir jeene ki tamanna hai ( Guide, Shailendra ,S D Burman, Lata
Mangeshkar) .The vocal alaap before the song is composed and sung in such a manner that it reflects
the rebellion mood of a character.

Refrain (Sign Line - First line of the song) and consonance- The first line of the song is called as
Sign Line in conversational language. It is also called ‘Mukhda’ (literary meaning: ‘The Face’). As
the name suggests it is the first part of any composition which comes on forefront. Listener first
listens to this portion, that’s why many composers struggle hard to reach attractive Mukhda to catch
the attention of a listener. It is also believed that if a composer creates attractive Mukhda, half work
is done. Mood of the song has an impact over the phrasing of Mukhda to a large extent. Broadly
speaking, the low feeling, despair, pathos is expressed through the lower key descending phrases.
(With some exceptions) for example

Mujhko is raat ki tanhaai me awaaj na do - Dil bhi tera hum bhi tere -Shamim Jaipuri,Kalyanji
Anandji,Mukesh
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Consonance regarding the sign line occurs in two ways.

A. Consonance between Introduction piece and sign line - This refers to the previous aspect. In
some cases, the introductory Alaap is composed in view to open the song. Such Alaap creates the
ground for forthcoming song. This part can be a vocal liberal (free from rhythm)

B. Consonance between sign line and cross line ( second line of the Mukhda)

There is a consonance between sign and cross lines in terms of text and tune. There are two types of
cross line.Lets discuss it with the help of examples .

Type a: It repeats the tune of sign line though the text is different.
Tu pyar kare ya thukraaye hum to haoi tere deevano me
Chahe tu hame apna na bana lekin na samajh begaano me

In this song there is same tune for both the lines however the poetry is different. There is poetic
consonance between these two lines. The intensity of emotions is increased. in first line it is accepted
that even if you reject me I will continue to be loving you. This thought is further taken forward in
second line, which says that ‘no offence if you don’t accept me ,please do not consider me as a
stranger.” So in this way we can observe the consonance in two lines of type a cross line.

Type b: It has different tune ,the text is also different. .
Example - Yu hasaraton ke daag muhabbat me dho liye
Khud dil se dil ki baat kahi aur ro liye

In this ghazal, the second line has different composition and it establishes the consonance in a
particular way. The intensity of grief can be sensed through the poetry as well as the ascending notes
going from lower to higher. Khud dil se dil ki baat on low notes and aur ro liye going on highest
notes.

Interludes and consonance- Interludes have a relation with the content expressed in the lyrics. The
interludes need to have link which will lead to stanza with a musical logic. This is a clear example
of consonance. Sometimes the interlude consists of chorus instead of instruments .in such cases the
chorus play important role in establishing consonance between the interlude and stanza.

Example 1: Instrumental piece leading to the stanza

Lag ja gale (Madan Mohan ) : Mandolin followed by strings
Example 2: chorus leading to stanza

Jago mohan pyare (Salil Choudhary )

Instrumental fillers and consonance- Song arrangement is structured in a particular way. However,
in view of some ornamentation small instrumental fillers are included to enhance the poetic content
as well as the musical enrichment.

Example :Jane kya toone kahi

Julf shaane pe mudi

ek Khushboo si udi --musical filler leading to

“ khul gaye raaj kain “

This flute filler provides the gap and background for a revealing love. This filler ends on. komal
dhaivat, which is a perfect linking note leading to next line.
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Stanza composition and consonance- Stanza formation is extremely important procedure in
composing activity. Stanza, being a part of song, has an individual existence too. It is observed that
like a bandish, if the refrain (Dhruvpad) is resting on Shadj, the Antara (stanza) is little higher, either
revolving around Pancham.,or upper Shadja. We can experience Shadja Pancham Bhaav. Many
compositions start from Gandhar and in antara , the composition develops around Pancham. In Alla
tero naam, a very popular song based on Raag Gaud Sarang, by Jaidev ji, refrain notes are sa ga re
ma ga ,and in Antara we get same structure , by keeping Madhyam as Sa. ( Ma Nii Dha Sa Ni)

Consonance can be seen within the stanza too.

There is a musical logic within the stanza. Such logic enhances the beauty of the song and creates a
aesthetical relief.

Example: Is mod se jaate hain ( Aandhi, R D Burman, Gulzar, Lata Mangeshkar Kishore Kumar )
Refrain: On Pancham

Stanza first line : Andhi ki tarah udkar on Taar Shadja and Taar Gandhar Sharmaati hui koi on
Madhya Pancham ,and Gandhar,

In reshmi ..hai lands on Shadja.
In this way, the smooth, logical development of stanza leads to a musical relief.

Linking the stanza to Mukhda (Refrain)- Composition is a structure, where the aesthetical balance
plays an important role. The musical line of stanza joining to the refrain is a bridge which connects
the stanza to refrain. let’s see how the consonance is seen in this part.

Tim tim taaron ke deep jale (Vasant Desai )
Linking line: Chand kiranonki dali pe hai jhoomta Chandni le rahi dekho angdaaiyan

This musical sentence descends from higher notes to lower notes in such a beautiful way that it easily
brings out the poetic meaning.

Consonance between the song and Conclusive Piece- Some songs conclude with the instrumental
piece. this portion helps to give a final tone to the entire building of a song. Here the consonance
can be observed between the song content, (refrain and stanzas) and a conclusive instrumental piece.

Example: Concluding piece of Hoto me aisi baat (Jewel Thief,S D Burman)
This piece expresses the turbulence going on the screen and takes the song to its climax.

Conclusion: In this way the consonance can be observed in Hindi Film Songs. it reflects in its
introduction pieces, Starting Alaps, Refrain, interludes, within the stanza, linking sentences from
stanza to refrain and finally in conclusive instrumental pieces. This consonance is helpful in building
a musically logical structure of a song in aesthetical way.

Bibliography:

T, G (2006). g1 %1 F7A7. 7 foght : UTRAS TehTare
Ranade, Ashok.(2006). Hindi Film song Music Beyond the Boundaries. New Delhi: Bibliophile South Asia
Bahulikar Shubhangi. (2012). The Aesthetics of Bandish. Pune: Diamond Publications

TR, GHAL(2002) @eqd 218 FT ETRII% STHI. 8 fegt: ek Glecsaid.

B own =

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 57


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

5. Joshi, Dr Mrudula.(2006).Contribution Of Composers in Experiments in Hindi Film Songs. (1950-1990)
Mumbai: SNDT University
6. SN, HIA qe. (2018) & AT & &5 — u: V& THH.

*kkk

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 58


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

ISSN : 2277- 4262

INTERNATIONAL SJIF : 8.244
MULTIDISCIPLINARY E-JOURNAL

7 2%
‘ IME.J 1 An International Peer Reviewed, Refereed Journal

HaTeTcHE SR H Tl Sl STRRTA
S 3o, TSIt

TETIF T
SHICREEIN AR CE LR BRI R CH

AR 7797 31 ¥l 15 % o G Hdices 56 SR @ 9 39 . 5 718 @ T & 905pd &9 21 el % g8 #1
e &1 131372 78] & I A @ %9 S a1 @NiaE STGEI | 3 S arEl @ 7 a% WEE ey
WW#W#WWWWWW I G G BT HH [-1927 7] &1 @&
g | 3l e 3T 339 # GHT GNiaT 3T F F9IT FT T G0 Fi § e ST H T &1 3% Jilcs

A e

WWWW’#WW@'/ el F 9T JZH F T Gl F G GaIg 7T TG 8 19T S &7/
§7 151 H 928, GFTH, Fe 3N 59T 37717 37Tl & Sl il FT IceAlg T F FHE B 1 Fick S @i e
= SHide @ GIGTHE T F TN AT TG & GaT 343 8T &1 56 @ 7 3461 1499 ¢ [

s D

Jeg G E |

LN N

AT oS A T & o1 & Foraent o1l B-T S ST & | A B i, Rl 2iee AR, Wil 3 iRl
T H AT’ HT e T fn I & |1 O] ‘R 2 IRy B AT 1 o7 AT & AfiTh ‘FE S s ot e
T E | “ T Ehd Aiiecd § aw % 941 Mo &-a1is, AT | S idicn e a T F 56 0 % TR
1 AT FET A |3 AT TRURD | 2iH9 1 920 @, 5 GOl 1 9100 &, Wi 9 F SHE d S G
2 98 U AT Fl TR FA1 8 | AT Hlid B 98 9 & S Ui AR el &, o aTed STl i e
@A &1 39 T & Elid H Tgeh STl &1 &1 a9l § [Tk Rl ST Hehel & O aTed IR 360 Shaw | 91ed
IURTT & &Y H ‘G G T TR F &9 H FH0G Wi 1 {51 371 Fehal 2| 7 g H, wagf A ot wus-
Afel 1 e} % Tk RN h eI TERY I HETea =il 1 G0t o6 B 15 31 qil aferdl il Icarel % G
¥ ARG e # T T -

X e

s 3 il ST, eragfae Agea feifia Sifd o s meEram Y ¢ (ARG R, 9. d@viia emitn, s€ier
): TANT G & | I Tl wifet A1 & ¥ T liaice® o IR &R 3 &9 %1 A1g W I & IREhd €92 |

. I 61 1 TS B 4 | SATRTRT T 07 g & AR d1g, S5, A qe et 1 &9 IR 4 dcd & & gaed gl
feromalics €181

1d: T GS 7S T Il HT &9 AS & W A1E G 3Tl % &9 & Wiid AR TG Hldl &, S ST i Jifdd F 2
F &THAT AT & | JUNIh ST qi e IR e el il AT (i [ 97 & e SRR &9 3 SR 9 E9id &
STH JH TR F H T E-

1 -9

2 - FHiTd qae

3 - O U AT & oo & fos sl v aegd S firgl ate, diqes, e, =it e 1 oEe FioeR & faee %

RN LT YN

WWW@EEIWWHW WWWWWWWW@HE WW@@TH

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 59


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

SRR AT I Wl S & | FHitqd gere | hmr fafe o @ wiaf & fou e 8 awg ' 98 aFgL
AR o AR q T A A oS | FHeT | YIS T H Hitad qere F1 ST 1o § 21 R ST | FSHHIGER
3 Hitad qert & forior & wite STk TSR 211 2 | JeeunaEy dfek 9 H g4t a1 3 & ari F ST e
ST &1, I YT, THE T Afd il dR 1 TE0T AT ST T | AT STl % R 1 ST e gat | 7

T IR UeTd € ShTT: 36 g R | & ek g aTa 1 ST S € | SSRuRaey far & feu
fersT, EReTt an o onfe & fon 7Tet, T % fou i ol | aTer At Scqeiel el & for 2t o 3 O et
T SRINT fo6 1T | O 3 fSeieh gaRT STl 2k Ok & gt i S Sebell & ST g 3 fad 98 e 21 @fved
ER Tl & | SSEUNERY TS % NI a(o, 919 & 391 @ ERHiT<aH Sd a1gdl § efdited &9 & HEd &l 8
S TS T ST o H T8 21k e ived T &l fhamiio Tdl & | 90 9ere § S uTd 91 Jike <1 e
% N1 & A1 I Sl H STk T Sl 8 | 37z 71 1 S Tcehal % SARY01 1 €0 § SN 91l 1 a1 FiRed 9a1d |
I T TR & | 9T 1 i RS #1200 S0 SN SRR AR I Sched % Heaqul R
fontra 2 i iifes Sviid % gRT Iche AREieie i RaT R o ol & 2 & & I a1ae o 7 § = |

LY N Ve

WWHWWWTB’HH@WHTW@TE WWQWWWW#EW%WW@H

N aNl o

qem?ru@ﬁwmzmﬂﬂwwnm@mwﬁw&wwﬂa%wamaﬁ:ﬂaaumqtm

e

WW‘E’W%WWWWE |

T G H e &9 @ W T8 @R T &9 % Hield &ld &1 ST 81 ST 8 | I 98 SRR e
FS Al (ST BT &, T R 3t T 3 fafiren aferean -t evelt & vt it el &9 Tgea & fou gemey
H TTEH 1 &0 & | AT ST H g6 HEa Ul a6 & SEHT SR R | FU Efid H STaT EareTeieha T el
% fo5e Tafe FUa i, FTea 1 THIEING TEAT & ol Jcd AN d 91 i 71 TG2 1 20 @ fheel 3 waset &l
ASAGAT AT & | o] AT Wl 36 T Tl & | T (g o Gie 79, die, e § | 79 il I, a1ed
T FAH QA1 I Tl STIH FT AT Al I8 TRATd: ITHRN %l TYS1 I A H T 9 a1 HIS Tl FI I197 a1 |
T EFEe & ST TaTl il T8 | STa o1 Haxd T@dT o1 |8 Tl WIaTcH: TTeAdl il 3¢ § afq Fra et S
GRII: d1EH 1 & 3T =g [A@Ts ULdl & | difca® €9 & Ife ey d@iiid 4 G Ml #1 IRemT R =R
R ST, ot T2 &1 ST 8 | 5T 2ea| 1 He<d 9 1 & dl 98 2T a1 2ea) &1 He< 9 Sl & | 8 G Sl
F1 IR I @ & S & | T& FH TS, AY, 3ot 3R IITes 1S H St ST kel & | I T JAfosal | Frg]
TT 1T § foheg Ikl ST O e & 41 | ST Sl 301 @ O e i ST &l § O] 26 g &
- YJUE, AR U1 36 T4 Tfosd S 3Tfe; feramd fereraret o & | wifere &1 SAielt & wiffes T S it 6 S feaetf &
fergTeil gaT 9g 1 W Hewaqul €T feraiRa R T & | O SR & 34 ferenett & e dexa @ 1 T § I &
Ug J AT | SHST, T il TARTIcHERAT &l 2 8 @Uiaiitaal &1 a1 e 7 fra § 95 & - g [k
el il T F % form werframiferat 1 feican feam a1 19 =i o & foh Sudik feranneti ® %ug &t & ot
g T HAIHE FIS Tl G2+l o (05T TN FHUS T H Hled Tl THSAEAT ! FRIEAT E1el o FRU Il @ T 39 &
Mo | fafiTe T 1 s, T 3 W % I9Ee FIAITE SR &9 1 U Sl ST S 9T o dt g84 SN
A H WET I GEHdT Hl T T SAHE TR FLd 9 TRl O Tga1 E9lidsl &1 & &ial A1l 39 28 &
A T WA T A H JF 1 T A 9 | g THFIS H GRSA AR & TR H HE & T & FFH
TG, Fih, FSATI, AT AT o I H GHIE &1 ST © T o] 31T Ui & TTHTITR FHIRUT WIS i SRl
R eI ST H ST STEATTE % IR 9] T1S 2! 1 SIERET & |1 &1 e Siid | H1ed F 7ed
FH &1 SV AN T e S % T 3 39 T4, @R FMad, Fl 91qd e T6e & 9 7T SEls Fid
T ged G Eiid IR I &1 1| T Gl 3 foree % 85 § qeiqur 78l Rl i ar § His 49 H B
SFerER &l 81 B | Tty fafie STrendl w I qerel % TeR % A @ TS G il B Fioqdl FXd g9 SATHE dal
TN % &9 H Ffead F a1 | fafiea I & A | WY S 0 F1 &1 &ldl & al YRR a1e) 9 =i ari
¥ T T Tl 8 TSR & 9T Fd § TR &l & 37 6 TR H S8, a1 5 A1) % STt & i
T Tt 2, 39 A1 1 AR ST S G |10 SifsRad Fu a1gal & Hargici SEeEdl % Hew Hi 0T H

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 60


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

2| FUS TG 1 S % STFHLI H T T, AN i F TRATSE-STIRIISH F FHRO1 19 & id § Fgf “zmei=
T o G 9 Tg) T ST oA ST @ foheq] T 3 qcdl 1 2 | S8 A 18 FH1 1 & o A & freee
forardt 8| ZaumR Gia 8 9 ) Tew et &1 S 8 17 T EsmR 2R i AR | g & fo sigwR el
RUT T S €, U %l GaT Fi AR S & o areal i Geman &t At 111 @i % 54 aen fafkg 1 s mar
¥ AT & | R T F T Y % (U TR ST & SRR &9 &g dies 919 % STaRadhdl 9 & He
1 I o F T H T e e B e 2 o ag % wfaes § iR T A 9 &) ST /IR, T F0S
fReR 71 2 | 08 W e & SRR I 7 &1 Sk Iaw afemrn foRder | ATl % GHT SEHT IR 9 U T8
T8 T H Y, 7 1 Gag 0 81 T 8, I8 Gl ST T & |12 ATl SIeIcH ST i STHE e B 9 |
AF | AT FT I AT ST AT F TIE F STTHS & IFHT TGRT fFa

I FRfaeaTl STl 3 ZEeTs T (3) SEIT d Jiel died faarea: 1713 e e | 91 @
dfidTcrss SRefa % &9 | €1 78 Sited % Heayul SRRl O Iodal Sfe % e 9 ¥l Wd & 91 916 % Heed
sfraied e 26 @f® | 2fo @ Siaw & Rl it o & ST W SIE1eH W agd I | 3791 8 | aTi &
T HETIqUl 981 Il STcTehTcHeRell & TR &9 & WA SERid § 3zt i SuaT e i Aieadl § &1 &l 7 &
T % &9 §, TEATE, I 2, AT i faTe A T Bl & 7o grgih, w0, 1S 1 1 071 8151 & Sciieh Ta%q
a’ﬂ%%mw%@am’” “zifeadd’ (00, 46)ﬁg@@m“mﬁ@r‘mﬁm%’am%wqﬁmﬁw%

N N0 e

EWHW@WWHQ@%mmmwammmmwn{ﬂmmwmam
wmwmwmmwwwwwwmwa 92 § UG &ld 9| 'geghT T T

A A Se S

TSR AR T9E d U GEaie are (a1 TGRT Jgd ST anifed gl Refo | 52 siran on| 3fes aiees &
Ak a1 % @nfeca § ¥ 28 I 1 U e 21 9 gegi, gegft 1 €1 v SR E et iy | Teet @iew
G J@ W THET Hghd ST SN 1| §6 a1 Fl S Shedl § STl STl 91 U6 66T T901 HeTed THRE %

STTE T 1 ST @I 2 | “eTewa Wi 3105 ATHE a1 o SNHR-THR F OF 39 a9 & | “HiRdiei’ # ey gual’
T A1 1 U S8 BId1 & | ST O 31 SEh o1 a1 & (TRt ST ocd ot T o fore fea e e et
NS e YN N

qU e I ereiag Gt | firesar 2 1 Sfern St 3 92 % G0 Gt a1 & SET 1 Tacse ST i
T Il ST H T & | “HIRUSd U H FE qUi foiesat & |14 o At a1 S g & S Sl % e g @
r@ﬁ‘éﬂmmwaﬂmnmwmwwmmzeﬁﬁﬁaﬁwmmmmmﬁ
ATt T T ST SRR ATl Sfehl i I & oo R F § g TEan T g7 FLall o 1%+ HERIRd I, % 3icar™
§ g3 % qUIH Tgarad A Herd ¥ o 959 & AT % ST H1 Juie el & | “afernl 1 femaa, 3% 9, 39,
QU A I 2T el i eaferdl & g e aidl &t 13-, 991 e e eTfe Irl i SR-STK | d1ee B
Wiee ® it 3, qurg ST e S i & SEeT B | e v | o € g8 % fou reli-arell @ d9r d wie e
T T A1E ARG 3T H R AU T | T IS & T8 & ol | feAteq’ AT a1 H1 aie- Udis aiaT o1 &
TEYE & TR | FS A G TR L W A S fos ae a1 7 € iRl g el & fos e o) HeRa &
e’ H T | TR I TS ORI T a0 T € | SETRR A IR SRR e - FYeh!, Aimes] gg e, TR
TR Rl ATt 20 g8, 1 2 § g0 Hequl i & | “Ifar & 92 ST | o & foR wmaon afers & =6
afess I T0gaT um Sfe Wt 7T 2@ TEd 9 ot FO1 F TG FT AW G, ST5H F 2agd |, BT R
fersT i T eI SN FESd % 2 HT A7 FTISTHT 1 | U 1 Heaqul a1d I 2, e € 71 1 aiviifors amai
1 AT e Tl H TR 3 FRAT S H Gzt 3 3 for ok ST &1 afek F2 TR & dhd, e a1 ¢ Jehel
TR TSR % (o5 ZAHT SN R ST T | HERTRA % S99 T8 %I SI0T F4 & (o 34 araf F1 st #1 Je
fosan ST &) ST o Y gy & W W RIS TR & AT R et § T Sd 9 1t o el afern

P T Feg T T % JUE Fl RIS TR ol kbl H TR STGIAS of STl & | ST THR ol GRS Hi ST 1
AT g o6 ST 2 | STonTg Y g <2 IR H 39 91 w1 I fresdn 8, o, dion o 3ies ol a6l @ et

ST 1 5 1 F Febel <1 & 5 TST SN S FG & SEARTL 1 ST @ 217! G % Hed H A= &l

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 61


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

farfaTe qet & Ik Arem @ R S a1es ATifa STgad | 3 STgEu aTal | ofF dh WO S1edT dxiTies &9 |

TR I I, T, @R A, T, Gosl , STl qefesd e &1 arad Re-feaa &  E |

T A 1 ERNAUERT AE i i RIS -aRaT, diadn an A 31 307 S 1 ) & S@9id ardi &
Ferec 8151 e 71 T 2, SRl ST @ etfers Qe O Hivediche &9 | Tedd A &g e e wlieron & amg-awa
TR I Tl % S T RN & | GRIE: S5 ORI & JU2ITcd <&l | e TRTE &l & HIRT a1 Jaes
e il H eifirn guE TR e Sl wianed HesHt § T ) STiE AT 91gE A1 9 a1eH & &9 § gl
Ik Tl 1 &1 e [gd & STk TR | Hle! TaT= Tiid H1 | J<Tad &1 Igd I Waq(« 9 “Faa” & &9
¥ AT v i 2 @ R 8 | weg (Rt % STl R E6hd e H1 N O ERT: &9 &l SN 3R
- TR geeae A1eeh T 0T 2l 9ot 712 | Ty SMgfeehehics | gearad 1 go: 9o e s o Za-faea
¥ S SR W 92 &

a1 G 1 AW 7 @ e B G % e @ WE ST 1 ik &1 6T § | FaT e
% T OF 0T 6 il R & | WG 86 % fo5 10T 6e e WIaHIST 1 FasTo) Fell & | ‘Hifesgrel < TR’ & sTed
3T § fosen & o6 “gegafa” il Tiig & S8 9 9id 1 TR TR T foa, Al Siiasmr 33t 3iig & dion 7@ & 7
g, 30 & Jai W ofes wEeet i Garidd A1 & a1 Son 31 Sk F @9 stean e B wSi-iia Fata wa |
W & | HETH! a1 A 9 el § ST 1 90 Geel T % G g i R & | 94T
3T Z2T AR B, 10T 61 STE1d | ST SRl FGH A4, 1 e [ 177 o et famd 1 1 emend S
ST ST % AR AT+ & =5 Tl & | gL A I A R
Gl e FAR A 219 92 H (g 921 i W & |1 3evsr Rt e -

g 1 il T, T FereT a7 foid | I 1 B g @, o |1 & a1

A& ¥t i STiae | g5d 1 el 12 GEras Rt 1 gl % ar aiae % fo 3ft Il &1 d&m

NN

o Tosa S B, S o) <19 F <rere Acl- R & |1 STowT SEreiaT i ek Fi & (o U % ol & a8 718 fuae,
S o1 R N e R ot Rachiel 1 Mo & &l & SEIehR sR-IRaR H faarerie % ofaed W 2e-E aed,
St A1 WL e I IMY(erh g T S0 F1 o IR SRR F S W W A &Y i wEed
Afreih &1 €1 Giad Fd € | % a4 IR Rl T Sar a1 fafie safte #il 9oy W Ui 20 F 9w F & fou
AR 1 Afes Mfe S e F [IRe e Grgul SaEgeE S w1 8 | Jel A 91 ST & o
1 "ETH TR il FF 1 ok (RIS HEl 1 ol & G &idi & 116

AT &9 @ AT FA1 F 31 TEGS Wiauel T FSI9E FI IRYS FA H He<aqul H{eHT R & HFIS %
S T A1g & &Y § T 3T a7 i AU FHodl T8 e T = T IR T, i, T Aferzi, qfeazi,
SIHRING, TEAATAI AT AT AT H A= THRR FT I NATHE STicscd Tl AR Hewd Mo S| T 28 8 Tfe
ferame foam ST dt et 3t S oIl €1 & o FARRT 1 AR Seai SR Hokl T8l & ST T 8 | S
e, I ATChIS, Sl § vk dia, T @i qen e d@efia e § s 9T ares | A 98 e
Tl B | St @6 B i € AR 1 @ 8, 981 € aaH § fhedi 3 o 6 gan 21 3l Reme @iia @ am
Qe Y FT STt e AR &1 ST | g1 Gl g 2Rl o SEIe & WieTeRe e 1 gaian & | e i
 ATargeg F T WIEATS T Tl Bl & | aTaages, F ST 9 g2l &1 7 T S SeH fied wat &1
TSI FLAT & | T Rt % e o1 8 3 e & o o o % fost At % g e e fan St | adHE
H ot Tl =-Fs # ot & a1 T B | o AT @ el g ST aRRefd F SgER I TERT G e |

NN D

TG &1 SR T 3 & | Tk &ad % T arai 1 GHAT Yo e & Rl GRERd Fdl 8 | Giid U &l

NN

YA SETF FXAT €, Tel BT 2 {6 et & opmEqul sz & fon

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 62


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

il STTaRa &1 71 & | Tl riaaie hew %I BT & HonTa! Hl STa Fh SEI H ASadl & Tged &
IYGh G F 1 e FXAT B | STTERS Il I 98 FA1 Fl WEAGEAR =i a1 2 | 269 g &1 S € f ar #i
Y STTRTcH: U T I Hel &ldl & RIS e 31 T FT 69N 4 | o1 fohed i ATazashdl w2l &l Jat
o 3 9T o1 TE T ST SR | T, I R o i ST F 8 5 He o g gl ¥

AfeeRTes § SFX A % Y9 o AT 1 HIS I a9 TI60T ST el & | 381 § 3 Tl O ST vl
3P Mol 2| 38 a9 Fim dw] I % fosm dr d5i o | e % 2MSTRE STeil & SER-TH-aR IRy |
FUF Hel FI FIS § Teg F {1 3T I FaT 70 ok 7 forelr ot wies &t I e & I = g ST S SR
I ST FATETUI T B | STt T « 0N TG Flh Iee ST & ST 6! Ga1 & | FU Jfel o Jron e
AR ST &l ) G gl i ) 2, f9 R el A 3= g Y 01 9 91 39 GHY #I HEcqul e o |

TFdE % AFAR STTAR-TZN ST S F ST T FARS T T i T F AR = arel o gfw
ATl T TET R ST o Tl 6 ST RN Hed B |

| & Tl 1 Qe f FEqul o1 | 56 ST & THTE0 O HERd F1e § ¥ SH-L 9 AT
F1 Hewd S FX TTH 7T & | T AcRh Aehd Aeh! (RIS Fliaard U oA & el § ¥ Glla | e
ferdi 61 Sg@ el 1 TN WA A g | e | g @ (el #1 {99 5R gfaaed B 8, sam
G AT et | qReRid a1 81 A1 IS 89 | 94 919 91e % €9 § 'Fq9 F U AISrEe H Sues 2
1d: T B WA A A1 H T % T e i T TEd §SE S TRl il ferered | e o B-

Co | oo~ N .

ad AT, ....... < o GHd 9 | Tgfad § HEEETa SeuTiadd | ¢

T % e ¥ fose Tnft e @ FRieRt 6 A A R g ¥ Rl % RE S @ Fiad st %
TR O 5 T 1 07 g1 | el e aeg T =W i Hedd el § 3faeg arai o1 A i il A &
TR O GRR FTGT 1 101 g1 & | 56 G2t o I 1 {6 gam | WRa & &) 78 ferezii § off ari 6 i
ST O G & Sl § | 5 i, Siedinie, AR, RIelhid dul UG Ml i @51 o 2|
SET @ T 9 TR D & SR 3 S & S $9 91E S8 GES1-a0T, I A1 &l Al g 71 & 9 9
Tl & | SIS Y, SSHIUT s A WA A1) % B a1 iR [ &- o, foiag, efaee, o=, GRR aen & |

s
1. ST, ERETON. (2000). & 3N 71 % 4576, H a7 BT F75T, 76 (gt =i S, 9. 03
2. HE B F17 (1966). Gl @US, SehTaTeh g 61, ST &) anfeca dies sehm. 9. 34
3. [2w31 717 @R, (1971). 9af W1, TRl AP TehTRIE SRl &1, g 972

4. o7 375 F171(1969). IS GEhIUT THETEE: STHEE THANET S5, 9. 967, 724

5. https://epustakalay.com/

6. b1, SIGHNT(1998). “ YR Gl arer’ <2 fegi: MR 9IS aml SR, g, 2

7. ST, SN, (2000). “ & S T % /350G F a7l F1 G976, 78 feg! < S, 98, 12
8. TE, I8 13,141

9. T, TS, (1987). HTageia A7, 0 Seae SR, a1, 34, 9 17

10. T, #1% 5, 6, 20, 22

11. 9ot TRAeg SR, (2000). “ HRAT G #7 ST0ETE, 6 fegh!: e ShRe.g. 969, 228
12. =1, SIGAN. (1998). “ YRAT Gl arer”. 72 [3g31: AR 9IS 1ot Sehrai. 9. 89

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 63


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com
https://epustakalay.com/

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

13. SfiaTed, THiEd. (1967). “ A1 9 § @i’ SRIuTe; WA o SR 9. 75
14, TN, e A (1989). “ TIHHT 3 L, ETAE; Tl FEST ThRA.Y. 5

15. Fifesgrd. (1990). “ TGF2H . = fogt: Teies sie @ v, . 81
16. F&1, 9. 90

k4o

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 64


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

ISSN : 2277- 4262

INTERNATIONAL SJIF : 8.244
MULTIDISCIPLINARY E-JOURNAL

N
IMEJ 1 An International Peer Reviewed, Refereed Journal

-

ARAE @fd 9 32 H ASIE - EHA AW e
. G ofiet
TEITTE SHER ITE (S Ti)

TTET Tl Eedq=
T4 Tk R, HETTEes, ST ToTes

T TRAT G 7 a7 §2 F 3G e T 7T § [l € | g a8 "R Gkl § T Hics @ [4emi
¥&d g 4l GBI @1 &1 T 1 T G H STE FET [AFE 9 | 561 @7 Sy § Sfas & ¥Rd § 9O €9 &
T &1 1 % FIRIT G it T G F 41 ¥RAT Gl R T TeT | T 35 T GIAR Td dgicsd T1g%
GG % &9 H 1841 30151 H SRE @7 A1 [bg Fl7 TLIA 377 B1 ERAF SRAT G F 77197 1 St
FRAT G #1 13319 & TG &1 1 & | 22 Yid T B WRT F RER TG §C HRAT Gl T ERAFIH? -
Heiel T R @T-qa1g JrAq @ IRAT G are 37 A8 T Giid FER # §Tsiidd G& Fdid [HEbT
&G 557 [ 7T ST Gl FX H TRAT AT Gl & FET Sawrl 7 ST JIHFT ST %1 19RO e&q IR
&7 § 37T HRAT G H e 57 137 e, 59T GHRIE, (b qlic, 3 # agardd @ 54191 [#41 e |
§&9 7= ; e 3 WA Gt Ae5e] Gl HaTg
rerdE 1 o o R

qE, 9T AT 92 39 1 Feq) O HSH 9 B | 9T g @ | & 95 fRgd B\ 91 TS i A
FFRATT ST FFHR /I Teg, F1 e ke AT el & | ‘A 6T 1 18 &, sl | 361 319 T gan ik foved
oA T, Sl FS JHaEN S, HY S T, A i 1 2 | I Ok e 7eg 3T’ i ] g I@e
I T &1 o1 & - IS 1S, SSHTOT et & STgER - i % o ol il 7Y H a1 o Adiea: diid 1 guredur
Sfeifeitel et 21 92 38 1 el B-0E | ST O | EHE H I ST @l 3@ 89T Fed & o S FE 91T O |
T & dl 98 Tge FES & | deareq, Siiid Hos T ATl 4 Tl aTreg 318 & &) TEigarl & | WA @viid |
A & TSR % U TS %l T S T8 ST Ao Te ARG Fd “Eiid Tst 3 37 o §
TH UHR I8 &Il 8- ST @ I 37T g Mo 37 1 ITd <1961 S1d & ol 39 375 Fad & S19a] TGl 3T
AICH F TUE F ‘Ieg Fad | I TGl § 19 e &9 H I T IR F1 TEJ(ET &l T8 TGS ST
I FESTI £ |
TN F3 TIHN A AR ‘FT Hl €1 305 * &9 § GRS 621 7 | Stafeh G § e v & W & 3l 1
e 3T Jead Wt R IR | ¥Rd i A Fqq 2ree Fl SARGAT A L G IG e il Ui 61 B 1 Fgd 1 AR
T T A I ST § 56 TR ] 2 S TSI, F G dUgsaS Al Fd: | T Sl ST i T w
IH IHAS Y, T8 FAd FESI & | Fed F1 e Ared H f1gun arsii & B |
IMYFTRRIS WA G il STFHR ST F FerafosRad qRATTS &t &:-Sf. TREul #ed % STFaR STl JIeHh
1 T UET Ieg & (ST aTeshi § e T SRR T W IR @I @edo 2| 98 T U ST & e e
wwmq@aﬁwwxﬁwmwam%lﬁmm@%w-m#m

ELSIRSEACS 3— 'Orchestration means instrumental sounds of various timbers and tones blended in

characteristic combinations to produce a variety of tone colours"
mwmaﬂHmmamm'@lﬁwmamwwamwgww%sﬁﬁwaﬁﬁmquaﬁa
QA o

FAT & ST Tgfosa e T ST E1aT 8 | TR 2eg, fIeai &1d g3t R § A9 &aX T ST &4 & & | 9Rd
¥ SATHEZT 31 a1 SFiesd &1 o1 & o6 Sl 36 21eq 1 ITHAR T SAferk ST Ld 8 |

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 65


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

TS F @ @&

T 1 H e Aiecd | J1d 2idn € 7 Fon TR ISR 1 SR A a8 It | Sidr o ) a9 arat
Aftafd THRT drages Fal ST o | qd 2eq F1 ST THE H Jri & dHfeE aied & o B i@ o | 2,
g T ST FGY S| ATl 1 T THE FS o1 | 36 GHG 9% g9 § 9i TR & Tl 1 ST &l ol
SH-TET A1 9E, =i, iz, JEEI T 20 | U 2eq i ST fhet STl O Tl T8 & Jd STl el 3 Te %
g4 foha STt &)

R Gl | 8 fafed 2 f gavem arge 1 e Wk Aiemnel | 3ueed 8| 289 1™ & TRRT § 3Wid A
AEH % G H IS (Fad) T % (o5 ferfre ararseaeen 1 == i 8 | aREg % (5 Iweie Ty 21 F1 9=
21 T8 Tg &1 el | wgeh ger-vee, fafwet ari & fosw qun gEw A1e § ugs arade & fow) o, 9u) g 3 g
Fd % o 1 I |1 T 9 | 56 TR § $9 ITY(eE S iagi w1 Hd & Fae” S arEe § w8 Tl @ 91
We o7 | THH IGW dTgE Hl JRATST F STeiTd a1 A1 T 2| 4 W iagil  WRaRSH ‘Faq 1 IS mgfern
FISA TS AT T A H 2

TRITE A T TR T & SI01 ST 8 98 % el Wel-3<H, Tead IR g W fRangds® ==1 % 2|

3q

%4 R{FERE | TG |G ATEE | MREN | &AeE | qEaEE | e Wi
1. I 4 8 12 4 4 32

2. 7T 2 4 6 2 2 16

3. Fieg 1 3 2 2 12

TITHIS % F1E ST 1891 T % I B ST & W STTEH & MR H9iid 3 E6pia § T shifehid
qREA ST & &1 31 | AR SEFid T faT 81 36 1 | gl 31 3 1 | 781 | Hi-R e ot vefie
&l ST ST W T G TG G | AT % 56 74 TaR-SAN % {5 §-a1GH il Sa=Tohal g2 | A Fi=Et
foifira &2 a1 I ST 92 deA 1 &Y IHCHL T 1| I T6H [IGRi arei i S A o Sa-gRai-Ed,
FIREE, THE, AT e | SH1 TR YA aTl % A1 THSHE &1 S| 56 AfARTE W1 &1 & ary fFezn
g ¥t TR & S 156 AR [SfEa Fics § & FS <3N 6! « ezl amemd i | g | TIfed gu S+ ST A
AN Al w1 Tt fean 6 o forazlt ot & erehegt o |

T TR ST % G § 183 Fraed) H 98 HIwaal STTH &1 6 1 ST a1gh 1 QT 94 & ReH O SR
F1 TREAR, A G Trdo T ST S1o1-31e91 1 OF G T G arads & @9 &ld & | T2 S
¥ T 1 qUIa: R ge | I O giaiad v dqfod aie® GHEE & &9 § 189 adiea] § IR |
ST | QAT Gl % FHIHS FIS | (Siifh 1897 21A=d! % STRIE 1G9 o1 | HISIE A G,1756 | 1791 e i
TAE AT STl TIATY ] | FHTHS B H & A (F,1770 | 1827 ) Tk =i SENRA 9 | Tg SN AT-FTHS
IR Aeiifeaeh 1 F1 GG G| Aelie = 9 RIw i Hecqul T %l Al EEed T HISTE 1 Rl | FTh! o<t
ot | 56t i | €1 %91 GaE T9.1797 | 1828 o HENd @ | gi= i %2 dean § Reehel giord #i1|

T A1 T2 &1 Sl & o AT WA Shid § I+ i & S @d g g 914 |1 @1 T T
TEpid § G 1 T & &9 § 09 &9 & FHI%! S gon| frRwa: 1841 sl % ST H STl § o
TN & IREdH R T | 26 EEErEt H SRS % WRd | 901 &9 & it & ST % SR qred dehld 9 S &
¥ R 9Tl R AT ShTE Tl | TRUTREE WA H 3t STfeit STehegT il id Je o9 1 |1FISIR & IR % F9
VI, S TITgH T el STHOT T T (T | Seai< TaT % TS T | T6F Y2 Seaid WA SITH Jedigd Fi Twau
1 T ST % EHE] T3 i HEe F1 | S SF1 H 4. TR, 3. AaRaH @i, o Iggziw, 1. fioma @i, 3. s
g, off faftR e, oft freuera RRTe, 3. <1t omper, ot O, aremfa, SF. AT 8, S Hed, et fasam enfe
TEE

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 66


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

qTIIE HT AR TAHFHIG ETEY-

QeI IR ST T TRT 1851 Hal & e & | 971 & foreent o1l o ) wue | fosan v fovad
ferfiret o 1 AT H &1 | AT IMfeh ST il <l 37Tt | SIRWT 130 99 98 9T | q81 | Gl Higd SR A
T Tgfd W F2 T [ ot Siifde Higd o G Tie SR % Tedi @ 87 Higd Jardt | 891859 | T8
WA Jeared W &9 8 FTHE W ST 61| 36 G0 &&ds Jeedie agd &l AU 97 | R 39 a1 a1 &
IR} A (5 Feaareal 1 oo e 3 e Tid % IR R R arai § B g TReT R 3 SR 3w &
Q2T [T TR i Tl i T 3 | TR 3eq il TR 9Rd | fUss 60 | 70 91 & 98 3& g7 | &@. T
TR S TR WL F ¥, S T T8 el & TR T lid | Tecieol 1 9ara F6 | S a9 J. faw] fevmem
TGERL < 10 RISl & H IT9E Ao Hed i Harddl @ Taslit &9 8 HRAIE S i JEai ST f6

TR RS i § STk 1 (10T dgd e Hrd & | Heves THE 22 9Jfd T Fi T FI TR
T I &t SHifh TreTe Gl % Sre e @ et ot | et femiton 20t et ame e s 1 o | 25 sE e &
o STt fomToT T 8T | 6 A TreaTed &9 i1 ETiont W S9iia § ST 6t STl & ot MR &1 &
ferrera & | &1 S | 76 AR T F T F (o1 0% Iugeh @iy F1 ¥t Hexaqul GeTeH &l &
g IR Gt & et ot eefosfat &, Sosh Sl STl 1 SEiel O o1 GHed] o STl & | 98 @i
gl Rt et e it ferferet Sgfer T qe T & Sed oS i ek L & |

T TR o A1g ¥ R Gl H IMgferh SAhe2T & femor &1 s e s/ |

T e H G e 94 35T € ETEI 1 | AT S H R 3 TSt el ST o =2 a1 ek
A TRTE TE STehe QUICTAT IT3TH % i BT A 19 Hehdl | FerueT RARTet TR et STt qlieRT g feka
2, T AR % gt o1 9T &1 a8 | i ara-aug %1 SerEdn @ Ao & ghel B # U F &9
¥ d gLEMIDA a1 S Tl & | U T HorS! H1 FHEH T §C R S1E1-81e1 3F Hale! &1 TG (611 o
bl & FoTeH o HSie! Fil e ¥t 3 F1 fires 3o Bt AArE! 1 ferstt e ot it @ | 3 <faieh et
S HRT S ST Tl &, S-ETE, ST, TN T TR |
1. SERUT TR - ST G TR H o Qiead &1 901 &1 91 RRE FHiadn & SR W T R 811 39
ORI 1 T O 1 O W I 1 21 Rl & A1 O & i S Tt § ot T S S Rl § |
2. TETT 9T SMrenia foregd T & T quia:- ZIelia T R STmaid €1 378 T 61 g1 et | | e
ST A ferdl 1 St & ST €1 66 | A6 FAHR ISl FI IRATI F el § el T |
3. i Tl T SR THAN: - Rl TI1etl 1 Hae SiT NSl R SR JFEH 4 (31 ST, 37 Hraed &
¥t Fclt a1 I ot o & T e el € | SR g e Hia e st @
4, &Y I IR TAN - TA1T 8 s &9 a1 €1 &R {5 Fae g0 qen kR ara 1 f[&feraar &nT, srago
g & 78 R I (IS aaeTisiyas) %G1 Sl S ol ae! T fosd | ST € oTe i Sl 8177

R ST, F HETH S licgil < 79T FR1esaT, Sl T ST & Uil 7181 i Wiee & arads, Sie! [Swa
Tl T AUF T AT AN ek TS GRS 1 | el | g RS (SRR e 1 1o s o6 <X e
T G %1 | ISR A 319 1 § o7 we i 1 SR o 98 WA STk 1 goMfY il ST Sehell 2 | T
H 377 Jcd g H o1 Tliaigil < F1 R TN Tt Tt A Tacisl SRS Tafd T 3T Lo Feifid &1 | 39 S il
¥ TgedE @, faftR o, g Rrre, Sfed fear, 4. Terie, Sreafn i, sifee e enfe sg@ 2)

TR 45 Siiee o S T

el IS B WA T IS (Za=eid) THe SEARTICH S i SRR 1 Gesti o el U w1 fSewfad
€Y T A H AR 26 S % s HeT SN = STed [T el i & | 37 IRdg S@9fiagi | d. Igaai,
3. TS IFR G, 3. FSNEH @, 4. T, ot frwege BReeh, of fafiR o=, of @ anemfd, off Soeafn s,
i T, S, AU He AT T B | T T8 WA S aeR & [Teaie qreicd 3l & SR W IRAE d9g
(Gt ST | = ST S T

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 67


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

ISTRH- I G FA AR H Gl T & 5 SToREEm @, Wi, (AR o=, frwge R, Sreafn
fisr g wfengmatl 1 AfAfesd R ST o | Tt STkt 1 ST o St 1@ o1 | g ST 31t aa & fon
Qi T T SRR R | SRR H AT % HATAH § o Tegd FA Fl ST & o |

3. STHPEH G- 3. ITSRE Wl B F+H T AAGHR T, 1862 H By fies % Ragt o & v wiid IRar # gt
TN AATIAR BT GISTI FXA o J1G, i =TeR o I8 SHIT 6 & % gt 571 64,1881 & g1 "&4.1911
¥ gRid Tl GHNIET H 10 FEHH oo AT (60| areee fomion 3t i aegd: I 19 &< @ arafo e ad,
1911 ® =i QesTi~h THNET § 219 FHIEHA o T 51| qrage fomion £ g aega: I8 &1 o § o
fren 34 arede H fHaR, Ge, FaR-S, Sigll, o Rae, A5dT, Siaai, aMied, S, deoT 3R ERElwEY e
ATl 1 ST AT ST o1 | <6 < 36 2 250 TN i | 98 38 T 3 T@d 91/ Id8 | T8 AT Tveal
T % I id He 8 & Rea 2

THISE @l i TG TN o~ 3. ISP @ A HeX qTIGg T STk TR Hl T 1 T e =R 9wl
¥ aieT ST G 2- (1) T T G- ARG THA T (2) TS TG TR0 (3) Sieh el - ST Toerd, e
(4) STST A T ARG T | I7H | IR THATE ZSI T 91 ET ARG 2 | Fed F o SRag 1 & qRafaa

€92 |TF & T H o7 T T T8 & | ST 04 ¥ ST id el T H 71 S i SN I E o et
¥ T i, Rl § o 1 o el o Sad |

4, TRt TR e €I & &1 § 4, TR 34 e Sofiagl H § Tare R % & Rieald R 2l it
%1 1S 1 ST § T g ST A1 ST i < oo B, R e 98 v a2, spTedd) gl & dr o fi
AT, TG 1891950 H S=i4 T THELASE! 3R ReA (Melody and Rhytm) & T & e ara a= %
ET I BT ST R T | AR § Tl RIS e Sial Dol ¥ T g2 Wi ad daheie TR, T 1o o
IS R 71| T Mg JURETl RIS Gl il The SRfd 1 ISTel 2 | R qranrea d@viid & @ gweiq
9 TS § dron, atgl, TWE, FRae, I, B8 a1, AR, T, SRl don e, eRdifeed, Ees,
El'lﬂ'l%‘cﬁl‘?ﬁil'l'{(Eﬁ?)'r,%HWWW),W,W,W,WWHWWWWWWWIq.w
IS G ST 3 O HET Thes A18H SN THATRR o &9 H &1 ST ST1d & | §eai«l aTeed T 1 Schudl &g wT-
9 RN R SRRl eI 330 S ETHIA i A NG U RIS TR-Ga1E 1 S8 5641, e T i geaar |
e M6 82 | TRI T3 F A FAFHR H FHA W A T901 B E | 99,1984 H fogt H Izl T 916 H T

DA e

ARIGE 1 AT T T o1 | 36 T § MR ) [0 9 2ifodl #t T Jio® 93 | oIl ot a1 569 %o
Gl F ' IR H S TR R 98 ETCIEE T STTRSE o | 56 SR Il fafrt amn o i s e &an
H IR TR THNIE H Il e HadT & |1 €Yt &9 8 Irge FI ez 6 o1 | 3! arade T H§ AR
i & 7o el Bl TS T ST ekl & | ATada] 1 SR 3 R € i &t T 37! T T 98 A1 AR S
Il O ST T2 | Sl ATerde TaeTIetl 1 Eehose] TSrRieh o SAThEE] THh JEch H & | Sraie USId a1eeg STehrmemi
Tt 1 it ferda e | 378 11966 e 1972 § 99t erare fagn

d, TR it areme e

d, TRl Tl ket IS Sl IR AR § atET I GRal B-

1. RGN TOT O ARG Toetl § 9, THR 9 TR TN, a9 ST T a9 2eiid aTed Fiel
ITRA T TS & |

2. ITRE F1 ZFY ST & TET O SR I & SRR FA 3FT % T91 8 | S, &, feid, die,
T Wl T

3. TR 9L ITIRA q&1 WE-S AT | i 1 9, FRET, FER, w1 9gRar 2ies @ £

4. SR T AR TIAT % AT Rt 3t TF il Sk el I AR T 20 |

forpd

IMfeih F1s § WA T ATade I GAsiiiad FA O T 6 €9 9o - § YR 26 @i % %2
TETH TR < STEH e o1 T & | R S id ST | Ui Slide o Irge T 3 Schedl 2 8- ST

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 68


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

foRT | qr2Tca 3T 6 BT I A ST QIR FR-Ha1g 1 TG ok, (el T i geaXdl | <1 9hg g2
TEGH 22 2l T T Fl TR T, FHA & T FAEHR ) Hdl R A 5401 (60 | O 9@ TSrel &l
FEH T gC AR S-S o Aerel F1 van & foad vg@ oret #1 fRman it @ &1 e aun 3
TS F feretl feriwan oft il T | fvre ar-ag 1 ST § HSrEl F SHel H B8 N & €9 § S g Ew
TS | 6 SRR R Al G s R arREd e AR S & @ dad § i TRd JHRiE
¥ Sfee Hedl & @1y €Y% &9 8 9Ege T H R S0 & q0 dl B T2 3@ S Gl 8 | 39 TR TR
Heiiril % UL 90 @ T8 8 o g eiiag | o e il o emaRa e viia e % A | areae

QD N

% ferret & HEeTqul Rt o B ST aTarges i O 791 &9 9eH R R |

1. IS, 9G4 2010 ). FRAT G SIHET SR GHIA & [A%IE H G TR F: T TRaiRn 2184,
2.. 7, T, (2010 ). Gigd {9 T G . SHRTEE: A Tk fnT ETSH.

3. 21, GA FHEL. (1975). T YRAT GFld T GFaT. BS: i Her.

4. 98d, 791 ©. ot el AR (1980). G [37IRE. E1ORE: G HEied

5. FAR, WL (2013). [Bgear zmehd Gofia & 59197 & gRad . 8 (gt Fiesh Ul gRamiat,

dof A f

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 69


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

ISSN : 2277- 4262

INTERNATIONAL SJIF : 8.244
MULTIDISCIPLINARY E-JOURNAL

RAGA-RASA: A PHENOMENOLOGICAL UNDERSTANDING
OF GAMAKA(S)

Dr.Thanmayee Krishnamurthy
3904, Chimney Rock, Dr Denton Tx U.S.

Abstract- Beyond the facets of grammar and syntax, Karnatik ragas signify a deeper ontology of
idiosyncratic raga experience. Every raga has a flavor to its musicality: an essence or its musical
identity. Through training and practice, Karnatik singers achieve the goal of personifying the raga
essence by embodying not only the sonic structural characteristics, but also a notion of rasa (an
underlying sense of emotion of a raga). Scholars have acknowledged that the spirit of a raga
performance depends on the unique and dynamic qualities of its musical units: svaras (the scale
degrees) and gamakas (ornamentations) (Pearson 2016), the context of the flow within the
performance and the embodiment of musicality and gestures (Weidman 2012). Reflecting on the
epistemology of raga theory, particularly its smaller entities of svaras (musical notes), and gamakas
(ornamentations), this paper will discuss the notion of raga-rasa and its agency within a Karnatik
vocal performance. In this paper, | wish to illustrate that the gamaka plays a significant role in
creating this empirical experience of rasa in Karnatik raga. Subsequently, the entity raga itself acts
as an agency in stimulating the nature of gamaka(s) used on its svarasthana(s) (the pitch position).

Key words: Rasa, Raga, Raga-rasa, Karnatak music.

Introduction: The Sanskrit word rasa literally means “juice” or “essence,” something that is tasted,
or savored. According to the scholarship of Indian aesthetic philosophy, rasa is an embodied
aesthetic, experienced through art. Reflecting on the epistemology of raga theory, particularly its
smaller entities of svaras (musical notes), and gamakas (ornamentations), this paper will discuss the
notion of raga-rasa and its agency within a Karnatik vocal performance. In this paper, | wish to
illustrate that the gamaka plays a significant role in creating this empirical experience of rasa in
Karnatik raga. Subsequently, the entity raga itself acts as an agency in stimulating the nature of
gamaka(s) used on its svarasthana(s) (the pitch position).

Raga, Svara and Gamakas: In Indian music system, raga is a melodic template, represented through
musical notes that foster the creation of a certain musical character. Raga is a unified entity of
structure and essence that opens a world of experience. Every raga embodies a special kind of essence
to its musical structures; a flavor to its musicality, an emotion, an identity, which comes to life at the
time of performance. Therefore, even though, theoretically, raga is described as a melodic template,
represented through ascending and descending order of musical notes, characteristic phrases, and
relationships between notes, raga performance signifies an ontological meaning to experience its
embodied essence, raga-rasa. Here, the literal meaning of the word raga-rasa is the taste, or the
essence of a raga, experienced or relished from its performance. Rather than the popular notion of
nine emotions, the definition of rasa that is referred to in this paper is “a musical way of being in the
world.”

While raga is theoretically defined with a set of rules, boundaries, and pre-defined phrases or melodic
motifs that foster the creation of its musical identity, svara(s) can be contemplated as individual
building blocks that come together to form a raga. Svaras can be considered as smaller entities of
expression within a raga. These svaras within a raga can be either static pitch positions or can aligning
to certain characteristic tonal oscillations fostering to the raga’s character. These movements of
svaras, that defines its identity is called as gamaka. In the South Indian classical music system
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gamaka is a comprehensive term used to identify different types of subtle tonal oscillations of svaras.
The unique character of gamaka movements is one of the basic building blocks in producing a
Karnatik melody.

Therefore, a svara is not a mere pitch position in a raga. It is not a literal translation of the Western
“note.” “When a gamaka ornaments the svarasthana, it crafts a standalone artifact of a unique
character, which contributes to the personality of the larger experiential entity, which is the raga”
(1972:148). 1t is an integrated entity of the pitch position and all its melodic movements.
Svarasthana + Gamaka = Svara. Here, all the three entities are considered in the context of a raga
and not as an individual identity. Hence, a “gamaka’ has an essential role in creating the individuality
of both a svara and a raga.

Gamaka and its Lakshanas- For a better understanding of the role of gamaka in the unified
experience of a raga, it is important to look at the gamaka(s) from close quarters within the raga.
Drawing from Aristotle’s concept of telos, gamaka(s) are the building blocks in achieving the aim
of experiencing a raga. Indian concepts of “lakshya” (aim) and “lakshana” (character) is a parallel
analogy to the telos theory. From the perspective of a performer, lakshya is the “essence of the raga”
which is achieved through the lakshanas. The lakshana(s) of a raga becomes the material base for
the existence of its lakshya. The performer naturally uses the lakshana to achieve the lakshya.
Nonetheless, the relationship between lakshana and lakshya within a raga is not limited to the telos
theory. The subject (raga) binds the lakshana and lakshya to foster its existence. There is a reflexivity
between the lakshana and lakshya, which are complementary to each other.

Let us consider the example of gandhara (the third note ‘ga’) of the raga todi (as followed
in Karnatik music). Todi is one of the most popular and celebrated Karnatik ragas. It is a raga that
extensively practices kampita gamaka(s) (one of the most prominent gamaka of Karnatak music) on
its svaras. In this example, I will demonstrate how the gamaka on the gandhara of todi changes with
the progression of the raga. The arohana of todi is represented in the below notation with ‘sa’
(adhara sadja) as the note C (tonic).

| Fan
AND"4 |
¢ o VO
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One of the most important characteristics of this raga is the sound of gandhara. Different
types of gamaka(s), like kampita, jaru (sliding from the note above) and many more are encountered
on gandhara svara of todi within the framework of the raga.

When the raga flows through the svara(s), ri > ga > ma, the gamaka on ga will be kampita
that moves between svara(s) ma and ga.

gr g m

(This symbol is a representation of kampita gamaka used in the treatise Sangita Sampradaya
Pradarsini, 1904).
When the flow of raga is ri> ga> ri, though the gamaka on ga remains kampita, the frequency of
kampita gamaka reduces and the highest sonic point of the gamaka lies at place which is little above
the svara ga, unlike the former case in which it was closer to the svara ma.

Similarly, when ga is approached from the tara sadja (Sa of the subsequent octave), there
will be a gliding sonic movement between the two svara(s) sa and ga, which is called a jaru.

W
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This was an example of how the svara transforms its structure by adapting different gamaka(s) to
create the raga essence.

Points to infer from the above example:

The moment a gamaka clothes the swarasthana, the svara is quickened into life.

For both the singe and audience, though the gamaka(s) are not a standalone character, but, they are
extremely significant in creating the “experience” in the raga-rasa.

In other words, svara structures itself in a way to contribute to the larger picture of the raga,
perhaps its rasa. The svara encounters the specific type of gamaka, which can vary from one context
to another depending on the preceding and succeeding svara(s), flow of the raga and the emotions
of the raga. Consequently, the raga gains agency in detailing and crafting the gamaka(s) on its
svarastana(s). The intentionality of the raga decides the type of gamaka that comes into life. As
aforementioned, these gamaka(s) are subjected to the flow of the raga itself, and is not constant in
every similar situation. Hence, raga incidentally becomes the architect in delineating the gamaka(s).
Raga as an experience - Raga’s musical identity is a product of its lakshyas (rules or technicalities).
But these rules are not adequate to create a raga; there is more to it. One of the most sought-after
music scholars and critics in India, Dr. Raghava R. Menon says that, “These so-called rules and
prescriptions of the raga are in actual fact some characteristics of the raga’s nature, merely
recognizable feature like Cyrano’s nose or Chaplin’s walk. But its soul lies in the singer” (1998, 45).
There is a tangible relationship that exists between an artist and his or her raga creation, which is
manifested through the musical versatility s/he creates. Raga can be understood as an artist’s child.
Like a mother, an artist creates a life and nurtures it with all the love and care. Like a mother-child
relationship, the bond between an artist and his raga is elusive for a verbal description.

For example, in the Indian pedagogical system, the process of understanding a raga doesn’t
end with gathering factual knowledge, which is, of course, necessary, but it is about becoming
intimate with the pulse of that raga and its inherent movements. An artist gets closer and closer to
the vibrations of a ra@ga through a constant association with it by various means, such as listening to
it over and again, learning more compositions in those ragas, or by actually playing or singing it. It
is this vibration, perhaps the essence, that makes one’s experience of a raga felt and memorable for
both the performers and the listeners. This is a boundless and timeless process. It is a journey towards
the raga while exploring and experiencing the processes of realizing the raga. A true artist’s quest
for embracing the unexplored vibrations of a raga intensifies with time. Therefore, a true artist
doesn’t merely create a technically correct musical entity. His raga is meant to be a passionate
emotional creation, beyond the conceptions of knowledge. In other words, an artist doesn’t think of
technicalities when he crafts his improvisations. Instead, the technical details of the raga is the tool
through which the performer enters a mode, a mode of that raga, where the characteristics of the
raga blends with the artist’s emotions and imagination, creating the “essence” or “mood” of the raga.
Although, terms like “mood”, “feeling”, “flavor” and so on imply a very subjective connotation, I
refer to the embodied intersubjective feeling of the raga. Here, the raga is considered as an entity by
itself; it has agency. When an accomplished artist performs a raga, he creates and recreates his
conception of this “raga-rasa’” without consciously thinking in terms of svara(s), gamaka(s) or any
other human feelings. He is creating the “mood” of the raga itself.

Raga being an entity by itself is also positioned by the virtue of temporality. Unlike a stagnant
reservoir, it is a flowing river, with a definite starting and ending points. Though a raga “lives” at
that moment of its realization, it is a product of its past and future horizons. It is a temporal
phenomenon which comes to life through an insight of past experiences and future anticipations of
the creator. Here, the essence and the structure integrally grows into a complete formation of the
temporality.

Raga is inherently cohesive. The structural entities of a raga do not grow sequentially. Like the
human body in which the organs are often referred to as being inside the body, while it is neither
inside nor outside it (Menon 1998, 44). The body is not created successively part- by-part. The inner
organs are not put inside from an outer world. It was born instantaneously and grows organically as
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a single formation. Hence, we can say raga animates a living being, having a life of its own, beyond
limitation and is experienced by the world around. The form and the essence do not come across as
separate entities; they coherently grow as a single object forming the “raga”.

To draw a parallel from Merleau-Ponty’s mind-body dichotomy, the body itself, as a body, is an
existence and therefore of a subjective nature. The subjective character of the body is not derived
from a principle distinct from itself when the body itself is a subject (Kwant 1963, 15). Applying the
concept of body-subject to a raga, it is a living being, which has a mode of being of its own, by the
unified virtue of its “form” and its “essence.” It cannot be defined by the principle of the outer world.
Conclusion: - Within a raga performance, the smaller entities of svaras and gamakas are inseparable,
and are essential characters signifying the existential meaning of a raga performance. For performers
they are both a musical expression that gives a way to unfold the embedded raga-rasa and a way to
be raga-rasa through their unique dispositions. Hence, while the existential characteristics of gamaka
is the indispensable character in delineating the experiences of raga-rasa, the embodied raga-rasa of
a performance itself becomes instrumental in crafting the sole nature of gamaka that comes into life.

Mikel Dufrenne (1973) writes that, “from the nonexistence to the existence of an art”, an artist’s
“works proceed from him, but they point to that within him which is not himself.” The artist becomes
an instrument “who feels a desire which answers to a call: something wants to come into being,
something on which he has reflected for a long time as a craftsman” (31, 1973). Dufrenne’s words
reflect the relationship between gamaka, raga and raga-rasa in an artist’s performance. The performer
is an instrument who through perpetual variations of the smaller entities of gamakas and svaras,
explores the very meaning of raga, opening the world of raga-rasa. Here, the very call, raga-rasa
coming into being, something on which he/she has reflected on for a long time as a craftsman is itself
the agency in delineating the individuality of each gamaka and svara of every possible manifestation
within raga. To paraphrase Dufrenne, for the embodiment of raga in us, we exist in the raga, we
submit to the raga, an outward movement into a musical way of being.
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CONSONANCE- MANODHARMA SANGEETH
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Abstract-  Consonance is a universal concept which has its roots in many branches of study. Music from
any part of the world revolves around this concept in a significant manner. The intention of ‘Music’ is to pour
out different emotions and communicate sensible facts which can be effectively conveyed through musical
notes and their interaction. Indian music is unique in terms of its improvisational aspects, Manodharma
Sangeeth. The crux of this branch of Indian music is to present the abstractness in as much emotive way as
possible using the creativity of the individual musicians. Every musician speaks out his/her heart through this
manodharma, as it is rightly named. Consonance is the final output of such communication. Whether it is
South Indian or North Indian classical music, the ultimate output from music is to bring out this Consonance.
Through various facets of Manodharma Sangeeth, this phenomenon gets executed in multi colors. The role of
Consonance in each of the aspects of Manodharma Sangeeth and the interplay of musical ideas to generate
consonance is an interesting observation. Through this paper we make an attempt to study this game between
Consonance and manodharma sangeeth.

Keywords: Consonance, manodharma, neraval, pallavi, ragalapana, swara kalpana, tanam

Indian music is known for its improvisation. The term ‘Manodharma’ is well indicative of its very
nature which is, music with individual expression, that comes right from the ‘manas’. Consonance is that
‘dharma’ of the manas that spills out by churning the swaras. Consonance in music, in its general sense is the
compatibility between the musical notes in a harmonious way. This compatibility can be found between the
notes or between the phrases (Subramanian M,2010). The vadi —samvadi relation of the notes defines the
concept of consonance in Indian music.

In Indian music, the idea of manodharma sangeeth is to present the Raga in different formats. The
consonance between the swaras defines the Raga and the consonance between the phrases leads to proper
Raga bhava. It is interesting to see that the consonance between the notes leads to the consonance between the
phrases in many cases. Sometimes the consonance applies among the same phrases in different octaves. In
some cases, the purvanga of the Raga would be in perfect consonance to the uttaranga of the Raga. This is
consonance within the octave. In many instances, the notes which are samvadi to each other would be playing
an important role in the Raga in terms of being nyasa swaras. In some Ragas, the consonant phrases themselves
become the characteristic phrases of the Raga. So it is this consonance between the swaras, between the
phrases, within the octave and across the octaves that make the Raga, the most appealing and dynamic
structure.

Consonance — Ragalapana- Ragalapana is the elaboration of the Raga in its pure form, ‘ranjayati iti
raagaha’,(Hema Hirlekar,2010) one that appeals to the listeners is raga. Raga alapana ( P.Sambamurthy
,1998) is also referred as Raga vistara. If we observe the kind of phrases that decorate a Raga, we can try to
categorize some of them as symmetric phrases, ascent phrases, descent phrases, phrases with dhatu (jump)
swaras. So in an alapana, there is always an attempt to build consonance with such phrases.

If we take the example of symmetric phrases, mgr, $nd, ragt, is the characteristic phrase structure for
Arabhi Raga. This also can be categorized as consonance between the phrases which have a descent pattern
in them but moving in an ascent progression.
ggrsr, nndpd, in Carnatic Darbar Raga, is an example of symmetric consonance within the octave whereas
ggrsr, ggrst, is an example of consonance across the octaves.
In some Ragas, even two notes which are part of a phrase, would be consonant in nature and would be defining
the character of that Raga.
Like snp, r, is the characteristic phrase in the Raga Dwijavanti where 'p* and 'r' are mutual samvadis. Similarly,
in Sarariga Raga, ssp,,,,,m is the characteristic phrase where 's' and 'p' are mutual samvadis.
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Also in ragas like Arabhi, ‘r’ and ‘d” which are samvadis to each other, hold the prominent place as nyasa
swaras around which the phrases would be woven.

Like in the Raga Hindola, the dhatu combinations sm, gd, mn, would be making a great deal in the alapana
where each pair is consonant in nature.

Consonance — Tanam:Tanam is elaboration of a raga in patterns which have rhythmic sense in them. This is
the most lively and attractive way of presenting a Raga ( P Sambamurty, 2004).Usually Tanam begins on the
most important note of that Raga. We can assume that note as one of the vadi swaras of the Raga. Here the
above said variety of phrases like symmetric, dhatu, ascent, descent come in patterns of 3’s, 4’s, 5’s .... Every
section in the Tanam gets completed on the eligible nyasa swaras of the Raga, which mostly would be
consonant among themselves. The consonance across the octaves would be the main attraction in Tanam,
particularly when played on instruments.

Consonance — Neraval- Neraval ( P Sambamurty, 2004) is the peculiar aspect of manodharma which is bound
to so many restrictions. It has to be within the framework of the arrangement in the original composition. Here
also the nyasa swaras play a major role and the samvaditva between the specific nyasa swaras generates a nice
flow in neraval exposition. In the instances where we stand on a note and expand around, usually we look for
the connections with the consonant notes of the standing note. Like for example in kalyani, if the standing
note is gandhara in tara sthayi, the natural favorable phrases would be gf,g,,,,, dnrg,, dgtg,,,, where ‘dha’
and ‘ga’ have a beautiful consonance between them.

Consonance — Swarakalpana- Swarakalpana ( P Sambamurty, 2004) is the only manodharma aspect where
we explicitly sing the swaras for some meaningful line of the composition. It is that aspect of manodharma
where we see the role of consonance to the maximum. In many instances we see phrases like sps, rdt, gng
taking the main hand in the weaving of kalpana swaras. Swarakalpana is all about various ways of approaching
and reaching the selected line from the composition through swaras. This includes maximum creativity. Also
swarakalpana involves lot of arithmetic. This is where consonance gets interspersed with the arithmetic in
generating the most creative combinations, Example for Vatapiganapathim in hamsadhvani, the beginning
phrase is g,,r,rsn. The swarakalpana approaches this phrase in every turn. Ending the kalpana swaram with
p,,s,sNs N, r,r, st// is a consonant ending which merges with the beginning phrase g,, r,r sn in order. Other
variety is when kalpana swaras go in cycles around a resting note. In this case, variety can be brought in by
taking the consonant note of the resting note in one cycle and the resting note in another cycle. For example,
in Bilahari, if we decide to do cycles around the note gandhara, then it could be exchanged in alternate cycles
with dhaivatha. The combination of ga and dha in alternate cycles is a consonance that gives excitement and
challenge. The combination of ascent and descent phrases as a pattern involves consonance in the phrases like
rgm-snd, gmp-isn, pdn-grs. Even in Hindustani swarprastar, in many ragas, consonant phrases like ggg nnn
gggand rrr ddd 1t are very common and they sound so aesthetic.

Consonance-Pallavi- Pallavi (P Chaitanya Deva, 2015) encompasses all the aspects of manodharma. This is
the most challenging concept in the whole system of Carnatic music. The three letters in the word pallavi
indicate padam, laya and vinyasam(words, rhythm and technique). Consonance can make the vinyasam aspect
reach its peak. It opens the doors for the heights of creativity. Consonance can be applied in various ways in
the very structure of Pallavis. A pallavi in Behag raga, Trisra triputa tala can have a structure n,s m,p n,s
d,m/p,,,,,ns mp ns dpmp//

Here each phrase is consonant to the other 'ns’to 'mp’ and 'mp’ to 'n§'

All the above varieties of consonance discussed in various aspects of manodharma are an obvious part of
Pallavi rendition.

Consonance gets applied in the same way in different aspects of manodharma in Hindustani music too. Be it
alap, taan, swarvistaar. In some ragas, consonance is seen in the movements of swaras, what we call as
gamakas. For example in Bhairavi of Carnatic music, there is a consonance even in the gamakas of gandhara
and nishada. In the Hindustani raga Bhairav which is equivalent scale to Carnatic mayamalavagoula, the
movement on rishabha and on dhaivatha have a consonant relation.

Conclusion:

The focus of this paper is to highlight the role of consonance as an integral part of each and every aspect of
manodharma sangeetha of Indian music. Through this study, we have observed variety in terms of consonance.
This is a beautiful relation that exists between different pairs of notes, carries on to the phrases, links the
octaves, builds symmetry, generates patterns and finally contributes to the aesthetics. It is quite engaging to
see how consonance also led to the discovery of new scales, like, Raga Ganapati, a three note raga, designed
by Dr.Mangalampalli Balamurali Krishna where each of these notes is consonant to the other. Even the three
note song by Sri llayaraja, turns out to be a complete structure with the play of consonance across the octaves.
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These experimental works are nothing but the manodharma of the composers. Thus manodharma in its literal
sense is the creative element in the vaggeyakara’s works. We can see how consonance acts as a vital element
in different musical forms with almost the same variety analyzed in this paper. Thus consonance is the prime
concept in giving meaning to the ragas, which are presented in varied formats be it kalpita sangitam or
manodharma sangitam.
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Abstract--- Music with its instantaneous pleasing effect are often a solution to misery. It is a sort of art that's
easily accessible anytime and anywhere. This article gives a summary of music therapy practiced in ancient
India, its influence on emotion and mind, and speculates its possible clinical applications within the era based
on the available scientific literature. Through music, human consciousness can be elevated to a degree which
allows one to understand the eternal essence of the universe. Meditation is a state of mind to distress from
external affairs and getting in line with the inner peace. The music and meditation both aligned can do
wonders for human body in terms of healing. By making use of rhythms of music to get surrounding ready for
meditation is a modern art. Nowadays fusion of music to attain meditation is a topic of research for the
scientists. This paper gives brief introduction of how music and meditation gets side by side to help human
body and their healing.

Keywords- Carnatic, hindustani, music, meditation, therapy, veda

Introduction-Indian genre features a much long-accumulated heritage of centuries. The ancient literature of
our country, just like the Vedas, Agamas, Upanishad, Vayu Sanskrit literature, Brihaddharma Sanskrit
literature, Ramayana, Mahabharatum, Bhagavata, Shiksha granthas et al. contain priceless references to the
fundamental principles of musical style like — seven swaras, 3 gramas, twenty one murchanas, 3 layas (speeds),
nine rasas, 3 thayis (octaves), srutis, etc. The origin of Indian music will be derived back to almost 2 thousand
years past. It’s unarguably believed that the sage Narada introduced the art of music to the world, conjointly
it's aforesaid that the sound that pervades the entire universe, i.e., Nadabrahma, itself represents divinity.
Scientifically structured Indian music owes its origin to the Samaveda. The Vedic literature scriptures describe
all the seven notes of the raga karaharpriya in down order that could be a favorite analysis topic theory and
writing writers to explore, however the core sound ‘Om’ gave rise to the assorted notes. 1st/the primary}
evidentiary relevancy music dates to five hundred before Christ by Panini and also the first relevancy musical
theory dates to four hundred before Christ found in Rikpratisakhya. Bharata’s Natya Shastra dating fourth
Century AD contains many chapters on music. This can be the primary renowned work that clearly careful the
octave of its structured characteristics for numerous applications. There’s a nonstop statement concerning the
history of Indian Music that "classical Indian music comes from the Vedas". Though nobody will say that this
statement is fake, it's deceivingly oversimplified, once discussing the relevancy of Music in religious text
Traditions and modern context. The music of India includes multiple forms of people, popular, pop, genre,
and R&B. India's genre tradition, together with Carnatic and Hindustani music, features a history spanning
millennia and developed over many eras. It remains basic to the lives of Indians these days as sources of
religious inspiration, cultural expression, and pure amusement. India is formed of many dozen ethnic teams,
speaking their own languages and dialects, having distinct cultural traditions.

The Hindustani or North Indian form of music developed once the landmass was invaded by the
Moguls from the thirteenth century forrader. Within the empire, cultures derived from Persia et al. incorporate
with native traditions. The native music of India, with its tangled systems of ragas and talas, continued
uninterrupted and has become the Carnatic or South Indian vogue, dominant within the areas not conquered
by the Moguls. Originally, all Indian music was sung in Indic. however once the 2 systems divided, Hindustani
music was targeted around Hindi and its non-standard speech Braja bhasha, whereas the Carnatic system was
principally influenced by Telegu in addition as by Kannadese and Tamil.
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A raaga may be a permutation-combination of a minimum 5|of 5} to seven notes out of a complete of
twelve - seven pure (shuddh) and five changed (vikrita) notes. In any raaga the foremost oft used note is named
the vaadi svara whereas the note that is employed abundant oftentimes however but that of vaadi svara is that
the samvaadi svara. All different notes of a raaga are referred to as anuvaadi svara. Where a variety is
mentioned within the table(s) within the coming back sections, it means that the given frequency matches at
some shruti-sthaan among the given vary. There are practices of making use of varied shruti-sthaan for
changed notes in several raagas e.g. raaga Darbaari use changed gaandhaara of flat third shruti whereas raaga
Bhairava has changed gaandhaara of flat second shruti.

Music of any kind can be used as a healing to the human emotions which gets damaged or
hurt by actions and reactions to any kind of situations caused by self or other person’s actions. Previous studies
have shown that the process of music aesthetic feeling involves the dimensional measure of each the
psychological and also the behavioural phenomena. Neuroscientific proof shows that music evokes
complicated emotions on the far side pleasant/unpleasant or happy/sad dichotomies. The process of music
aesthetic feeling is closely associated with the emotional response, aesthetic judgment, and aesthetic
preference of a private whereas paying attention to music.

If we see larger perspective of the situation then music and meditation does not seem to be
related to each other but in the hindsight both music and meditation are the two sides of a coin. There are
certain kinds of music genres which cannot be aligned with the meditation but soulful music are one of the
helping tools to attain the meditation state. There are researches going on to study the topic of Healing through
Indian music.

We hear integrated sound of various musical notes. This integration additionally includes some
irregular and ugly atmospherical noises. We tend consciously ignore and target the pleasant, regular and sleek
sounds too fancy the music. This collective sound impact influences our mind and generates vibrations within
the body fluids which ends in either disturbance or healing within the body. Ears solely don't seem to be to
blame for listening/hearing rather the entire material body gets influenced by sounds. The experiments have
shown that even deaf persons fancy the musical sounds as a result of the skin and bones area unit equally
sensitive to the noises although ears dominate the method. The air vibrations created by sounds bit the skin
and different body elements that activate brain by generating waves within the body fluids. That’s why the
sound of temples, churches etc. calms United States whereas the rowdy music of pubs energizes at first
however become complete finally. Shardaatanaya relates seven musical notes with seven main constituents of
the body. Shadja (Sa) with semen, Rishabha (Re) with marrow, Gaandhaara (Ga) with bones, Madhyama (Ma)
with fats, Panchama (Pa) with flesh, Dhaivata (Dha) with skin, and Nishaada (Ni) with blood. Some versions
of literature relate Dhaivata (Dha) to skin, and Nishaada to Shrotra. no matter be the case, this association,
additionally to info of Table I, could also be suggestive some cure for a number of bodily disorders.

Meditation is may be a observe within which a personal uses a method — like mindfulness, or focusing the
mind on a specific object, thought, or activity — to coach attention and awareness, and come through a mentally
clear and showing emotion calm and stable state.

Mindfulness meditation, as a state, trait, or clinical intervention, has been wide utilized in feeling
regulation, attention, psychotherapy, and clinical medication, among different fields. it's brought several
positive effects to individuals, like regulated negative emotions, increased consciousness, improved well-
being, increased psychological perform, and reduced stress symptoms, and improved psychological feature
recovery. Previous studies have shown a precise relationship between attentiveness meditation and specific
music activities. Mindfulness-based music listening will increase listening sensitivity and pleasure, improve
well-being, enhance body awareness and listening experiences, and reduce psychological stress and anxiety
symptoms. Specific musical activities, like taking note of attentiveness. Music, chorus coaching, music
performance, and music creation, might induce a state of attentiveness meditation that moderates the
absorption of musical stimuli by the participants and affects their emotional experiences.

When we say music therapy, can we mean solely the sound effects? If it's so, then why a similar seven
notes have an effect on us otherwise in several situations? Occasionally the musical sounds create us calm and
composed however on the opposite time they create us happy or unhappy. The background music of
theatre/films might produce horrific atmosphere while not being actual horror gift. The musical sounds side
to a death-scene might convincingly generate associate feeling of unhappiness to the extent that sentimental
people get frantic with the instant and become teary. One could say the rationale lies within the chosen
permutation or combination of the notes however once {more} there's a matter then why a similar raaga
performed by musician ‘A’ has more wizard result as compared to the musician ‘B’? Once Megha Malhaara
was sung by the great Taansena might originate the rain however today nobody has that wizard ability!
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It is a long gone conclusion that for meditation we need complete silence in the surrounding and any
kind of noise tend to disturb the focus and concentration of the one’s meditation state. Now neuroscience study
has shown that the listening to the music has same kind of effects as one can achieve by meditation process.
It is but should be taken into the account that a specific kind or genre of music should help in meditating and
not all the genres will have same amount of inclination as of meditation.

From mood improvement and relaxation to full-blown in distinguishability with the cosmos, music
has the power to powerfully shift our state of mind. Meditation isn't that totally different. Meditation lowers
the strain endocrine hydrocortisone, helps us sleep deeper, and rewires the brain with a bunch of positive
emotional qualities. Making an attempt to meditate in a very club might not be high on the list of counseled
practices for monks and yogis, however perhaps it ought to be: once you’re absolutely lost in music, you’re
obtaining a style of nirvana with none of the rigorous coaching. Music forces one to attain a present-centered
perspective on reality so as to have interaction with it. Whether or not it’s Claude Debussey or deep house, so
as to understand a musical piece we've got to follow every beat or note because it happens in real time. This
sense of being gift feels good; not being present will even build us sad.

Conclusion- Music is commonly the scene to our lives from car radios to picture soundtracks. Music will
remodel our psychological state and transport us to alternative places, each from our reminiscences and even
to imaginary alternative worlds. Vedic mantras are ancient, sacred sounds with undulation effects once heard,
spoken, or thought of that enable your mind to dissolve and repose. Exceptional music with mantras is their
undulation qualities and influence

on our physiology and mental well-being. Singing these ancient sounds usually in the middle of varied
instrumentation may be a tool for meditation. Combining both music and meditation can be helpful and simple
stress buster practice for many. Both of them can deepen the benefits of positivity and bring greater relive and
joy. Music meditation can feel simpler and have larger impact than any other techniques or methods used for
meditation.
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Abstract-- Consonance in music is a pleasing sound. In Indian music, this term gets translated as Samvaditva.
¢ In a language, we have vowels, the pranas and consonants, the pranis. The consonants attain their
shape from the vowels.
e Inmusic, swaras become self -entertaining entities, based on the sruti-s.
A vowel — consonant relation can be seen between sruthi and swara. This relation is a Prana-Prani relation.
‘Samvada’ is a thorough discussion, a conversation, an agreement and it centers around ‘Vada’. If Vada is
an argument or a discussion, then Samvada would be an agreeable argument or a harmonious discussion, the
consonance. Vadi, Samvadi, Anuvadi, Vivadi are the characteristics given to swaras according to their
behavior, relationship, with each other as to how they communicate and bring out meanings, aesthetics from
the musical concepts. After all, music is the sensible phenomena that communicates and generates aesthetics
from sound. ‘Art’ is something that strives to re-create reality and establish harmony. ‘Music’ as one such
form of art, has its effective impact on the world through the medium of sound. On a general note, consonance
is that harmony that every art form intends to bring in. Indian music, which is unique in the music systems of
the world, has its own fabulous technique of playing with consonance. This paper intends to study consonance
in multiple contexts of music, by exploring Prana-Prani relation around it and entwine them in establishing
harmony.

Key words- Consonance, Indian music, Harmony, Prana, Prani, Samvaditwa, Samvadi, Vadi

Introduction- Art is the phenomenon that strives incessantly to achieve harmony in the world. Every art form
has its interiors and exteriors play and interact to finally bestow that harmony. The interplay of time and space
in art brings in consonance. Consonance, as such is the very disclosure of any art form, the intended result. In
music, it is intriguing to see how this result called consonance becomes the cause too. Consonance as the
cause, manifests as the root for the concepts. Consonance as result is the harmony, the ultimate goal.

Technically consonance can be termed as Samvaditva in Indian music. Different lakshanagrandhas
defined this concept with slight differences in perception. Swaras that have antaras of 9 sruthies and 13 sruthies
are mutually samvadis (Ramanathan,N 1983). These are consonant notes. Is this term ‘consonant’ same as
‘consonance’? In the context of swara - sruthi alignment it is true. But consonance is a much bigger idea that
encapsulates many things. In Western system of music, two consonant notes go together in producing
harmony, which is one of the prime concepts of the system (Bernstein Martin, Picker Martin 1972). The
swaras that are samvadis to each other produce harmony in when sounded together. This is the general idea of
consonance that lead to the concepts like vadi, samvadi swaras in Hindustani ragas, the first and second
important notes (Hema Hirlekar, 2010). In Indian music notes move subsequently and not simultaneously.
Interpretations:

Consonance in the adhara shadja of Indian music- It is quite absorbing to bring in a different perspective
to consonance in Indian music. In any language vowels are ‘pranas’ and consonants are ‘pranis’, that depend
on ‘prana’. Indian music has been revolving around the swara ‘shadja’ as adhara swara, base note for many
centuries. And in this system Tanpura acts as a drone instrument in providing this tonic in the combination of
shadja and panchama. These two notes are obvious samvadis to each other. As we understand from the modern
approach, the twenty-two sruthies were derived from the cycle of fifths and cycle of fourths where the fifth
(pa) and the fourth(ma) are consonant to shadja. If we try to bring in a prana-prani relation here, our adhara
shadja is the prana and rest six swaras derived from it are the pranis. Indian music being entwined with Shadja
as sruthi in the sense of tonic, any melodic phrase is always celebrated in its fullest form along with this tonic
from the tanpura. Hence shadja as prana always backs all other swaras, the pranis, irrespective of the samvada
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relation as defined in the lakshanagranthas. Hence shadja is the Vadi which builds a strong relation (samvada)
with any other swara. As such there is always a consonance between shadja and any other swara from the
context of tonic. The combination of shadja and any other swara is not taken in the sense of harmony of
western music. But the sound of shadja behind any swara builds the strong consonance. The consonance here
is the prana-prani relation. But this is not the same relation that led to the twenty-two sruthies by sa- pa as
prana- prani and sa- ma as well. Here, it is interesting to study the idea of consonance implying prana — prani
relation in two different ways.

Consonance in the concept of raga- The second context attributed to consonance is in the definition of Raga
from the musical treatises, right from Brhaddesi where the concept is defined exclusively for the first time.

“Yo sau dhvani viseshastu swara varna vibhushithaha
Ranjako jana chittanam sa ragaha kadhito budhaihi” (Sambamurthy P 1994)

The very term ‘dhvani’ in this definition is the consonance. This refers to that sound which is the
sound of the raga. The samvada between various swaras with their respective raga specific behavior brings
out the sound of the raga which is the consonance. This sound is what we call as the ragabhava. Even those
not trained in music identify the ragas from this very sound, the consonance. The literal meaning of raga,
colour, is contributed by the consonant conversations of the swaras among themselves. The phrase “Ranjako
jana chittanam” meaning — that which is appealing to people, gets its meaning from the ‘dhvani’, the
consonance

Consonance in the concept of swara:
There is Consonance in the very definition of the concept ‘swara’.
‘swatho ranjayathi srothu chittam suswara uchyathe’ (Satyanarayanamurthy Aripirala 1979)

Swara means that which is self-pleasing, self- entertaining, aesthetic by nature. Anything pleasing is consonant
in nature and thus swaras themselves are consonant entities.

Consonance in a compositional form- In Indian music, sahitya plays a vital role. Much to mention, Carnatic
music gives equal place to the lyrics along with the melodic, rhythmic and improvisational aspects. A song,
be it any compositional form turns out to be a consonant work with the appropriate confluence of text, melody
and rhythm. That means there is an ideal conversation and interaction between these elements to create
consonance. Samvada, the flawless communication leads to Samvaditwa, the consonance. The different
sections of the musical composition pallavi, anupallavi, charanam are like vadi, anuvadi, samvadi. Here vada
is the point of discussion, anuvada is the way it gets translated and samvada is the discussion that leads to
conclusion, the consonance. Pallavam means sprout and the section pallavi of a composition is indicative of
the birth of an idea, be it poetic or melodic or rhythmic. Anupallavi is the section where the born idea gets
translated into the next level and Charanam is where it gets elaborated with a conclusion. Unless and until
these stages interact in perfect conversation, ultimate consonance is not derived. We can clearly see the prana
- prani relationship here where pallavi is the prana and the other sections are pranis. This vada-anuvada-
samvada results in samvaditwa.

Consonance between music and language- The concept of swarakshara is a fascinating feature where the
swara and textual syllable coincide (Sambamurthy P 1994). This feature excites us when identified. Otherwise
it does not cater to any special effect. The idea of swarakshara can also be ascribed as consonance. The swaras
sa, ri, ga, ma, pa, dha, ni, represent 12 melodic frequencies in music. When these same letters, as a part of
words sound with the same melodic frequency they represent in music, they create a certain amusement which
can be termed as consonance. The letters sa, ri, ga, ma, pa, dha, ni are pranas and the melodic frequencies they
represent in music are pranis in case of swaraksharas, not otherwise. This imputed relation between the letter
of language and its musical frequency is a form of consonance.

This co-relation of the syllable and the music frequency associated to it, has led to a new idea of
giving music identity to the names of individuals. The concept is ‘Music in your name’. By defining a
relationship between every letter of the language and musical swara, every name becomes a tune. This refers
to the letters of Devanagari script which are common to almost all Indian languages. Though this defined
relation is not totally logical, it matches closely to the phonetic aspect of the letters and swaras, where from
they are produced inside the mouth. For example, the letters aa, cha, chha, ja, jha, ya, ha will be mapped to
‘sa’ following the close phonetic relation. Similarly, ka, kha, ga, gha, ha map to ‘ga’ and so on. This mapping
with all the letters of Devanagari to the seven swaras gives a sound signature to our names. This is an
interesting experiment where the mapping itself is seen as consonance.
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Below is the defined mapping of the letters of the language to sapta swaras along with some more rules
necessary to give a sound identity to the names.

Vowels:

A Sa

I Ri

Ga

E Ma

Ai Pa

@) Da

Au Ni
Consonants:

ka, kha, ga, gha, ha Ga

cha, chha, ja, jha, ya, $a, sha, sa, ksha Sa

ta, tha, da, dha, ta, tha, da, dha, la, la Da

pa, pha, ba, bha, va Pa

jna, na, na Ni

Ma Ma

Ra Ri
Letters with conjunct-
Sva sa and pa with increased speed (tempo increase)
Double letters:
Lla : da and da with two varieties suddha , catusrti

( Komal, suddh)
Sounds like sam, vam :
Sam sa and pratimadhyama(tivra ‘ma’)
Vam : pa and pratimadhyama (tivra ‘ma’)
For uniformity sake swaras of Sankarabharanam are suggested.

Notation for some names where all the above defined cases appear:

sargja sr,s

vaisnav p, sn p, (underline indicates slight speed in rendition)
madhurima mdrm

sivams s, p,m s (prathimadhyamam)

narasimhacaryulu nrsm g, s, rs d (pratimadhyamam)

mallanna mdd nn (both d2,d1 and n2,nl)

iiit hyderabad pppd gdr,p,d

Consonance in an Indian music concert- The regular ensemble of artists in a concert is a consonant
phenomenon. A vocalist singing to the accompaniment of a violin and a mridangam is a consonant journey.
The idea of consonance being conceptualized as harmonies in western music is also inclusive in this Indian
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concert happening. The regular accompaniment violin in Carnatic music projects the concept of harmonies by
playing in a different octave to the vocals. This is the very consonance in the form of harmony seen in Western
music. Even in duo concerts of Indian classical music, harmony has become a common feature.

Consonance in the time theory of Hindustani ragas- In Hindustani music, ragas are time specific. They
have relevance to different hours among the 24 hours of the day. The 24 hours are divided into eight prahars
and every raga is related to some prahar of the day so that we have morning ragas, noon ragas, evening ragas,
night ragas etc. There used to be a strict adherence to perform the ragas only in their respective time zones. If
we try to investigate into this theory, consonance would be guiding us towards the reason. It might be that the
atmosphere has a natural sound in different segments of the day and when the sound of the raga builds in a
consonant relation with the sound of the atmosphere at specific time, it attains the qualification as that time
based raga. The consonance in between the nature sound and the sound of the raga must be the base for the
time adherence behind ragas. Thus the theory of consonance gives us a clue towards the time theory of ragas.
As the world today has changed so much with no more relevance to the sound of nature in specific hours of
the day, the time theory of ragas might not hold much significance in today’s practice, as it used to be few
centuries ago.

Consonance in the concept of Nada- ‘Nada’, the union of Prana(na) and Agni(da) is the ultimate truth that
ascertains harmony in the world. It is the causal sound and causal music. This is how and why the Supreme is
regarded as ‘nadamaya’, ‘nadaroopa’, ‘nada brahman’. Even ‘Pranava’is portrayed as the primary ‘nada’,
‘the para vak. (Suresh Chandra Dey 1990). That is why vaggeyakaras like saint Tyagaraja explained the
importance of Nada in kritis like Mokshamu galada from the lines, “Prana anala samyogamu valana pranava
naadamu saptha swaramulai parage” which means saptha swaras emanated from Pranava which is the
resultant of the collusion of Prana and Anala. Like how vadi and samvadi swaras interact together to spread
out harmony, prana (air) and agni (fire) collude to generate Nada, the consonance. Nada is itself the cause and
effect in music.

Conclusion- The paper attempted to entwine many primary concepts of music, with consonance to establish
the massiveness and majesty of consonance as a vibrant and core concept which is universal in nature. Music
is an exclusive form of art that travels in time through the medium of sound. The sonic nature of this art attains
consonance because of the consonant combination of its varied features. The idea called consonance plays
numerous roles as cause sometimes, effect sometimes, a connection between concepts sometimes thus
contributing to the aesthetics of the system. This paper tried to study consonance from newer angles to
establish its grandeur and magnanimity. The focus of the paper is on the varied interpretations that could be
weaved around the concept with emphasis on Consonance in Indian music. The multi layered consonance is
finally marked as the flawless output of the work of art that generates the aesthetics, which in turn gets
embodied as harmony.
Bibliography-

1. Ramanathan, N. (1983). “Vadi, samvadi, vivadi and anuvadi svaras”. Madras: Journal of the Music

Academy. vol.54.
2. Martin Bernstein, Martin Picker. (1972). An Introduction to Music.New Jersey : EnglewoodCliffs.

3. Hirlekar, Hema. (2010). “Nuances of Hindustani Classical Music”” New Delhi: Unicorn Books.
4. Sambamurthy, P. (1994). “South Indian Music — Book 111 Madras : The Indian Music Publishing

House
5. Satyanarayanamurthy, Aripirala. (1979). “Sangitha Kala Pradarsini”. Vijayawada.: Sri Panduranga

Printing Works.
6. Sambamurthy, P. (1994). “South Indian Music — Book 111”. Madras. The Indian Music Publishing

House,
7. Dey, Suresh Chandra. (1990). “The Quest for Music Divine” New Delhi.: Ashish Publishing House.

*kkk

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 100


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

ISSN : 2277- 4262

INTERNATIONAL SJIF : 8.244
MULTIDISCIPLINARY E-JOURNAL

1 An International Peer Reviewed, Refereed Journal

R I % e # §a1g ad (S, 9™, SJfd, 912, W, 961 dame] ST )

-2, IFAS

oS N

(GuicRIRE)
THETHE! el HI, et R

GRIF — YRAT G FT 1377 FIE S F 19576 % qre] 81 T §377 & | §11esq Gl 7 Iaerd +ft Ty & qri
& [T %1 HId @ FT SIGET & | HITT G & [T % @re- @l &1 @i &7 (357 1 Siar Fe57 7T | FrheT
T G FH AT B1c5 T TN F [377 T T T 1T G&1 FT ST He &7 & | TR T FT @rnas
zzw? W%wgwa%ﬁaﬁm-m%wwgﬁé/ - T F T T %] FSHE T SAIHE TG
WHEWW?#EF/?&% §H1 FHN FH T @ 1 Gl TEd &1 [3%H 1d @i G # SR @R- daig 8181
TR IRAT Gl 7 31 G TG@ 7 T4 &1 T G99 3¢ G- HTH F15 | §797 SITET 3 1 15 &1 @5 &
WWWﬁHﬁ?/WﬁW?/ wwaﬁﬁaﬁmmmﬁaﬁmﬁa?é/

[ &1 &= @ ST 1 39 &I & 3 3915 #8G &1 F' W & - WHWW@WW W#é/a‘m
37T 13915 4 31 &R & @@ FER § & 78T G4 &Il Aot T & 15 T Jd FE @R F TR § o} 7
i1 &1 571 BTl F1 3T &I | HIRAT G FT 19516 [5 TN @ E1¢ ol & T i #Ics @ S Alas
FI TF I, FR, T, e, I, A, TG 3N GG Tl BT S HEA ETE |
Keywords 1)1 Glid #1 [3FIF 2) &R G415 3) Heqqul @15 ac

R i % R & TEeaqu dag aat Ht quie:-

- TR G 1 STTHT 8 | T &l T T ST &, 3T ST 31 <TRiefch &1 g 8 | @t It gfadt @ & A
S B | i & SRR &f 98 @R ¥, @R 98 718 & Sl {57 &1 S [T o1 Ae) % 7o faRie e 81| Has Ae &
15T B @ 98 A1E @1 Fal o9 Tl | & FESH % (50 STH il | G BN Al & | AN Gl fagrei < 22
syferl ® @ 12 TR 1 Gl % (5T IUGh AT 21 12 @RI H @ 38 @R Hao Md &, 3N fershd @R i fereiRa
R T E | i T 3o feifid T W Red wd § 92 38 R FEad €, SN S @R AE M M @ s S E 9
ﬁ%wmﬁ%aa@wswﬁ@iwma@%aﬁ@wwm@méaﬁww@mm%

Q-1 AL -9 @R | S ol S &, I il St 8 e i T 3rmd € 3 @it @i G918 % Sidid €1 A/ I
K

- I T GHEATE 206E € | |1 TR )l GO e i I Fal Sidl & | @Rl A § O 7eg 1 e §
3T e TR S AT & e TRAR a2 IRART | FIe T ST €, S TR Eia &6 § @ & a9
@ T FaT & | T ¥ TR & AT I E- 1)¥e TTH 2) A0 3)74R I |

Sl I - 6 T H &1 T T AT ST E | ST 3 T FHIRA W AR 3 & e | S 9 § |9
T AT I A1 7 e R 4-3-2-4-4-3-2 %l ol Sl O T Bl £ | 56 9 § gie i @ 10l I 99
12 I 98 T I H & @l

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 101


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

TEHITH - Sl T 1 Hifel TAwam § AT w6 £ T A 76 8 | W & ad & | T A
TR 4-3-2-4-3-4-2 % ol IS I MY el € | T8 el TR TATTHT o STJER THAHATH 1G9 T Jfel A &l
ST B 1 1 16 & fd T Efid €11 2 | 37 S9N W S 9 TR Heamar H g6 Te1 i A1 7641 8 | S8
T H1 G TR TG &, a1 HeIH I | 9= Rrsgfas A e R )
TR - S iid gl A TR O i @1 S | Red Fa™E | 37 IR W T8 F21 S GehdT § % TR 919 g &l
T2 | T & 1 TR 1 998 &, T6 FRUT 360 Gd1g ad g 21
fd- 92 Q&R 8 GeH A S Ok g 8 e T8 GAE & offd FEond €1 oJfd 20eg % It 'y urg @ 9 21 9
78] G T S G 2 98 Y B | ORI  SFER i 1 G 56 SR 2 "9F 3fd e erelid Sl STt
G 2 98 ofd B | T FEI Bl GATE o Ao & TS Yfd 7T 81 Tehcll SEfo ol i 36 SRR i i e s
Tk 2, T Eia ST et STeraT e ST el i T8 €9 & TR & T 2Jfd Faomdl € | 2Jfd &1 qRiNd F:d g T8
i a1 ST Gl & (o6 S el B el T Tk GEEl ST ek 3T el <) waferdil & i 1 Sia o1 &% 98 Jfd Feamdl
| Gt fegrei A ool i e 22 W E, SN g 22 o § | 12 2Jferdi YR S W 12 T I T A IR
21 26 TR 12 @R & T S Yfd iale & 9ei WO dare formeE war ? )
[T~ ATE HT A & TAIT AT T H 3 11 | gt el @l & s 10 91E AW T E | 249 10 =l % et
£ AN T T AT B | St e T T 1 e TRIE AT STaE Ul 1 11 NTaadh el & | 9 | %o ard @l
1 IRE BIdT 2 | A1E H ISRl Hl B ¥ NTazg T2l & Flifh 91 T T 7 A |
TET- T 1 19 & {5 FlA 11| T il Ieai "G g & g2 8| v ared & o 1 a1 @ WA aren. 1§
INIE FAT STGUE a1 H1 11 ATFIE & | W1 H FH T FH 5 T A G Ak 7 T & T & | W1 H Sl
&I ATl TR &, Fifeh T T S S & | T H S a1 Tl @ S AL 1 A Ieae 81l & F81 e 2 |
X T 1 I T 1 T6 Bl &, 16 36 T1 %1 98 &idl £ 1
- aar

T H ST 11 e TR T T %1 969 &l 8, T8 "I TR Faomdl € | a6l SR W TR-aR 80d
TR ST B | e & T Tl @R hEd € | A1) @ 3 a1 976 @ T 2840 641 S0 &, 98 "Ga1e)"” @R HEawl
2 | Gl T Rl w2 Rl S R |

forspe.
fr=hY I W &H 98 % Tk &, % @, TW, Y, A1, T a1 916)- Hare) SeAie 1 R @i & foenm 8§
< A . NN o . . LN N ~ =~ o [N
HEAYUT T T & | 37 T T dedl § e & R S iia S0 &1 € | 666 98c g S19al Wi i Jaard
AT SAIH &, q T | 18 I Faied &9 3 22 SJfeai | feniista o 7 qen 39 22 gJfedil W 12 @3 &
TG 1 I | 561 SRR T, 1S, TTH ST e Ga18 A &1 AT E9iid e % X 92 il 9 F qE1E |

1 https:/ /andjournalin.files.wordpress.com
ST, &0 9g. (2022). 77 GRTT H7-4. SHTETENE: TIid Tee T,
(2014 ). Gl By H7-1. FIS: 3 A S qresarzr.

)
)
)
) I, (2018 ). & 2747, STig: ST Tl
)
)

Q1 b= W N

TJu, IR0 FAR(2008). @7 (@Tdch] FErTe: ST Tz,
sfiaredd, &7 98, (2022). T JRTT 41T -3, THEEIE, : Tl Tee FHIR.

&)

%% 3%

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 102


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

ISSN : 2277- 4262

INTERNATIONAL SJIF : 8.244
MULTIDISCIPLINARY E-JOURNAL

oy o
‘- ME.J 1 An International Peer Reviewed, Refereed Journal

TSI I | 3165 Td W 1 HeddTg

95Tl qIUeq
T, gr fsaforane

ARIF- 757 9] TR N Gl # O GHiAd &9 &1 @liecd, 37eg] #1 Ol @iqages T3l & IS orefand &
T 1T ST TIEF 3T BT STl FAl & | T&T @i, T Gl 359 & [7es e dcdl Bl THAEI] 7 T s
S ¥t 5% [ 7 el &7 & Wied 1w &1dT & | Jead: Tics W GRicad T3 & 5l 3 7T @i & ard
GI3A BB YRAT Gl 31 T [ 318 @ T & 1

TS5 3 3151 % el @, IS, 3 37N & GHIAIAT % FAET T57c3 F &g 3N e [T &1 37d: 56
TFH 7 35T T @/ F GHIEIT T §7% T G Toics F FeGIdBI0], ST T 3G F91F J 136 FH5R G307 Jie
7T & 71 3] F SGEAR @RI % TegiaBeTl & Hecd %1 THAVR FXAl & | §6) G 7 5 30 7 § 771 %1 & 1
Keywords- STGTa, ST, e 1A, Gedag

S T WA ST i Tk Wl e & Rored 18 o @l i1 1 ©4, Gigd, S1aud 9 Agisrhdl O @
T T R eI il € | 0 (ool AsTihd- TRTed ST HEHAT % T1Y 21ea) % ST Bl 8, o=l &1 Gear
IR IS 58 g et o gt e & | W S H adu Fie o i e are et i e i | ater
T &- TESh! e ERia forr gedt Summredia ERiia foram qen e e i forn | i i & sfaeid weid i
31 Hfosdll 1 SHHN A E SN F FiRa et & srg ¥ qen 34 ol % siavia wd g & S segf &
SR & e T e P 2 R A 3 R A g A e 6 7 e g e e

T | 5% faih e defia foran el R d@viia & @t aca feifea @a g i Ioeh femmi & o Foran &
T Sl &, Wt Ferarererge T Gt 6 Grm for & TTes 19 2ol S 2 | ThIes Hodl: Wk HISATcH Aleica
1 & S 36 o1t il & 6 S e i &1 O fafan 2 a4 I & ST 5 2 < Hied SR &, i W
&1 219 qut e s s 2|

T ST &t 1 geag-

TE: TS Tl Tl IS 8, T 580 g | 9ed B | “Hamedil § g | T 9 % S0 e IR-9i
Gt e G0 i firesd B71 | o1 3T ST 2 o 9 2R R H I F, SEH! Te/De) F SIgaR HIaHIenE W
(STFER HE, TR H) a1 SFil & IERUT IR SR 3d §T 92T Fld & a1 § TR I1S1 1 algH H 9ed & | agH
1 1] B T AT, TSI A1 &kl | F& = ol U I &1l & W A & 95 15 | T2 el SN I ol T Feaait
o B | 36 T H G T TRl ITTS Hl Gl AT FAh! F TG 1S Y H AT il G & | g
N H IART 1 TN AR T T F) HeT oTdies, Sl & o W IR B9 Sed! & | W T8 Fal o Gl &
R T T Tl T TS ST YTl Caiag IR (ol 3T o AN 33 { ool & e ST oTTvig | ol gfg &1 il
& i AT AT HI INATHH &Y AT SRR &idT & | TET HRUT & o FS-aS R i 3 Rk a2
TS THIE i ST TEE, O 3 T &, Foi Tt 1 Tl A &, AT qel &4 H A SRl o 19! STt
% STRY TEE1 8 | Gl % SN TST o Wiidicaeh AREfh & &9 | fhami § fAe 1 & Sl & a9 36 €9

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 103


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

Giftrd Tl & g 319 I8 @ 1 AR (S A1 d 98 fhdmel % g1 @ TR (e 3 Si9-1 il a1 #1 it
I APl T A 2 |

¥ qt i %t THEd el 1 e AIEE % T 3G F ST U SR et | g9 g9 ar o g9 AW F
3 (a1l @ G FOR, STk G I T FAT & Siehel s of T § Siiae & el 3t T I 859 Tl e
T STNTE 0 3 ] Tl & TTie’ H 8, Sl el 1 foran | 78 | Tites ! ferwgrareg ® (e sl 61 9&
% ITET ST T TET H TI5Te5 TG T4 ST o T g8 8 |

ST T8 STHI TF 575 AG1 Tkl 5 TR AT TRl Xl o1 T 2 el 3 foreqd €1 gu, e # 79 o,
T 1 F T Fifesal T ST § | ST Hed T T il AT T 1 e S STH 1911 I qHTRd
F IS B e 20ed] % Wil il 19 T ST -Gl & A1ea| & o fafime @ivfifoes o sem %1 e
FAT [SETE &1 B | W9 TSz H T 19 19 g2avTd Mel 9 S &l & o1elid 98 319 &e9 | I&d 3&i &l
Y Fielell TiE R Fea] U T o ATSH | 36 THR A FL1 & (% 9l I i § ST grelt G o STt
21 T8 FROT E {3 7108 STETIROT 1 S O TR il 8 | 26 o H e e e, 9 e o ot oral g
Fegeare e il | T5ie TTeal” § fosad & i 29T & R S qe ‘guh-gu T fon STl Tt ST et AR &
TR \q@ﬁgé%ﬁﬁwaﬁrawwm T TN al d g ST LA Hl aNE Tl & TR W
TR S ST T T ST TELd (e &vtl2 |

TITES ! H AGITRS TaR-HAIT T STE-

TS S G IR T T § Fed] F) HETes 9gd & Gah S A g 2| ‘e § w s @ I B
I3 AR FISTHI %l 36 TS H A A A ‘SaX T Hl G-I T G TST1d Fle bl TSt BT T2 Bl
2 I 6 THN & - &) TGl % HAH ‘T T6q Hl SeL 6 AN 31 8 | TF 31T T51os [Tl
HAST &- T T Fl G | ST F1 &, I R T O @ a0 ST Tl 847, FEwTIe, STeHE Hi 36 T |
TG IS SN 1 I “F1 TS Tl ST A & & 56 His H S Sl SHFdl, IR il Wi & a1 T8 TS ATl
%n%mﬁs@-@maﬁwa&ﬁﬁsﬂwwmamﬁﬁwmmw%mmaﬂww
&1 T &1 | T 715 I T 2 /16 T A A1 Te o1 T2, T E 3@ & 37 19 fEaian w87 36 3 H g0 AR
TeTar 2T 1 FafaTe W Ser foRa 7T B | ‘g0 2eg, i, (TT..) 3 TR IR 6 R BT o gu Hie i avg ar |t
T BTN & | 3 TR %l TEARE 0 & FR ‘G T H ‘g’ F TG STeaT &idl & a1 ‘Resmar aieg # Fae g1 guf
(T H9 F .. G & &1 T R ST ST FE & | FE TR O ST TN T e S R S g G

ST H 3 T1eg i, PR T Al Haes G ST S ST f R

STHR AT 1 O T8 Al STTU 8 & & Tehle STeed- AT Sl o FRiEd Te1es 9 SISl (68
ENI 3T 718 & | SWIStid (608 % TR TR 98 o8s HEY 68 & | 36 31 % e (el # &1 I Siel-a1e! awi i g
% T T & TR HT AT ! TR & FOE1 2 | I Tl U I 16 I8 Sial B 6 &1 3 S ol <1a,

N aN N aN ha D

B TE-UIH F G &l I STl al el 39 TS H U 2R & [STHRT 181 {6 36 aWE & fh /30 a1 di & Alsig

L NN

H T I T, I6F ToIg) § I & J e df ARl 39 3R H T I oo It sig | U fkan & 99 w1 A
T Gl ST B | SPTSid 8 = 36 2 i 20ea) & Tged @R-EVTIEl § o1 9 TSt o fferdn 1 &1 #2 59
SR SR (o6 & S T | T ATl STl 8, Il i ST 2 | 26 R il Griohd 36 319 i O st &1 et | e

oD LN

A2 | 36 YRR 9 TEH &1 TS § Z1ea] 3 @ & ATH 9§ U Wia=eds T9TE I 6 S & 6 oidT 36
P H Seg) d 98 ST g |

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 104


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

T SRR ST SR il 6 TS 0 gierdl H AigehT-O-ITTe FEaldl & | Sk W 'GHRI S 1 s agd &l TheS
Ui E1dT & | - “gferdt % I a1e 1 3T &1 I A1 T TS B S N ST €Tl T GHI 1 SJENT 95
Hetdl & a1 79 B | OF I TS “gad T8T gl o U W AR £ B & 7 AN F B e F 9IS & A ™
ST G2 HeTaT & fhefed 368 (1 ) 20 a1 361 T91e & e 3R ‘&S T1ed |el H Ifad & ared’ § (|
T2 H U ‘EF A1 ‘GHER F 6 TER (e 6 7T & A S g5 i 9o gERd & W &l 3% @l &
T T GU Tl TE1E Iefh TG H T S Gl FLA & | o TG ST AN I % SR 20ea] I 3G TG FA
Il | Tt 2|

TITeS ITET o &1 § TERME-U-IT5Te FESIT A a1 9 Hag! &6 W Z1ea] I A&l HT S 9e H T
IR @ & | T & Tg il F2-F3 Tl QAo & @Y T H Ie8 HHIS 81 & | 24| I Fal ISl Gohehl diol &,
Fel W SIR @, Fal skl die €, 3 G Td & | Hedl 86 SEwa Jic TSIl % ATed § 2l | fAfed A=l i
IR X 1 ST e el f@ 3 & | Hed) a6 1 U T, “/aTd Hl H2i Gk il Ol af 1 <07 & weh
3R B Rt Teet e ‘e T B & Fi I TG-S0 369 e ‘S T S & Fie 37 SNl FI SH Fal
TS % 12 E o A 7691 E 3G 1E T TR GEE! SH GH: 7 A 0 aie-TTad 61 2 | 28 TR 3
fa’l | i e Foran i TR B | Il IS o Tsiol H o 36 oRE i WieEt 36 S Gl 8 | 29 SRR i IS
G T8I I BiT & 7 T2 s TS @ &9 § ol g8 il 2l &l afoeh Ta AU SHAT 9 HedwrRiiedl ae
HATEN %l GH o AT T TG Tl H Gl o 3 el ol SRLAT 2 |

TF AR AR FSTRRT R TT5Tes 1 Gfic) T ol T S e  SIaR & Tt 61 ¥ =4
T § Hid SIo 1 JATE AT g fI@rE adT B | SiG- SHTstid (498 SR 7T “his q ST Te-Ta, T3 SIS
-G 39 TS5 H Ga-ga 70eg Fl QRIgH 2 | Al 3! ST T G ol o8 % 999 F1 Sgs IFeard gl
2 Fifh T % STTHAR T Siosd 1 TGR1 36 T § Rl 7101 & ST % e H1 TE1 T S 8 | F 37 TS “FS

SNOOSN D

& 5o (e I6 TR GAT H, 3119 Tl AT TN A1 I8 HiaTe H12 Hed) a6 g1 IR 98 710 4 ol T Hea R | ael 718
T S ‘TR Teg W FE1 el § 1 FER %l ST [T T & S G H B S9dr & a9 98R 20 F J0dr & g

2| Zeg W@ W F AgAR F-F aferd srerEn faanfe @R F st gR o aedfa O =uedn, iR, \gean
TS ST 1 S TR AT 8 | 36 TR & ST & T H (ST 1 Ahahg & & 8

oSN D

TS QIEIRRI F Fa1 & & TS H Qe Hl Tl Sl el =Y ST EI H1 &Y Tgd TS eI a0ied

Tl feTeet EI &1 AfE T RS F1 T ol & ST ERT % T 31 @9 Taad &1 S1dm & 6 i1 Rl ST FAT
ITERTE & T8 WA e &l T 9! 1 I 2 |

forsw: Y et T Rl B o T TR B TR O T % (5 T % 2 o IR S ) e ae
Al e T SHHT ST S F FAl H TR F I T3 I TR Hl Il & | 36 F9 B fforen Tt Tt <

e €

YR I % SR TATIOT ¥ R B | 0105 & R, Figd < O &l RISH § giedi W 1 a1d T1e & A @ %8

N D N oD

A E qAT T, TS & 20g) i Tl @ Tl ITT o 1A @ Fld & | Tea] M@ % 36! Ha1E F hoaed T
T WTET H R &l g2 Zidrel % o SN feamT ae St ST & T8 STl B

ded g

sfiaread, <. 1. e i, TS ITEH! AR RN, SHETETE;: Sl 31 U FHoa drarEel. 3.4, 23.
Yiery, 3. el Gl & 715108 TRl ST : TRl SR, 9. €. 133
https://youtu.be/RcmzCYZZbM8

https://youtu.be/xUaeNexxdqgk

https://youtu.be/O2b-u_YNS5qE

ukhwN e

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 105


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com
https://youtu.be/RcmzCYZZbM8
https://youtu.be/xUaeNexxdqk
https://youtu.be/O2b-u_YN5qE

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

https://youtu.be/g_j79wkBV5U
https://youtu.be/58nVjj-pTR8
https://youtu.be/bYN2ucWmCkY
https://youtu.be/uyQ_gLPYNiO
10. https://youtu.be/KkF8kRIi9Vo

11. https://youtu.be/iZxbEFsBw-U

12. https://youtu.be/8owQFESAV24

$A% %

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 106


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com
https://youtu.be/g_j79wkBV5U
https://youtu.be/58nVjj-pTR8
https://youtu.be/bYN2ucWmCkY
https://youtu.be/uyQ_gLPYNi0
https://youtu.be/KkF8kRli9Vo
https://youtu.be/iZxbEFsBw-U
https://youtu.be/8owQFE8AV24

ISSN : 2277- 4262

INTERNATIONAL SJIF : 8.244
MULTIDISCIPLINARY E-JOURNAL

= .. :‘ i An International Peer Reviewed, Refereed Journal
S &l RN | Wi G g
et = (et

Taiiq fenamn, g fysaferanes
g SR - Y. e TIe®
Taiiq fenamn, g fysaferanes

RIS &fic, TR el ¥4 (T6) fiedl &1 STei1-37e] it 9 1 T T Fe & &rdl Sl Tie] T &, @nacd #7
Ga¥ ¥ Gl %1 TG a1 H TETTdl #Al & dl 38T @iia® @, &9 § 347 @R ST F97E 3 F9i
T & 7ol @] &1 TR 7 Hlie & Ga¥ T & FYR 7 ST Tl F1 171 &1t & | Il St % et FT
& 7 #X FIH} RIS 137 % HIFY 31 &1 T F8d & | T 7 ¥y # 659 @) 7 71 314 § I
Ga1g STaT d HeAqU &1l & el 7o TRIa &1 @ 7 37eg BT Q] Gefes &1l Fed [5/@ i & a1 # g &9 8
ST [FT T G | G H @, JI%, 95 % &Y %1 3ENT T 3 Sl ‘d3r,/ Tl BT Sl & 1 amehd @i
7 T %7 TGl BT SR E-a27 | A3 H G @ I, @R T J1 B G &l 81 54 A FS 37
TG & ST 35 T 5l W 77T T %71 TATe: 81l & | Gt 5 547 T 33t F1 TS FT 39T T ST M1
G &1 & 561 THER &I F1 TIA H IR, 1308, I, Ficded 3 ¢l @ Ie7e1 a1 31 qgesl 8lcdl & arelled @
THI T ¥ @15 A E [T T A GIRT 700 995 H %71 T € 1

Keywords -77%- T3] 1 7&l &9 74, A4F- 71 #1 G& He 97, Halels- Hial #1 J&S &, T

15 B dia2], TN - Tl B 5 & |

TETET- TS TG X! 1 ISITH e, Fal A Hd g2 I 921 il g 3 THIUT o TEH IR T SR &l
Sdid BidT & itk 56 ford § Siia- g O wa w2l 2 | FRell ¥ 7T 2! 1 IS 1 dl el it Fiobl o AR
QX 1YET T dT Sk Tt & fHeaor | a1 f 9= 2Tl & ik w9 s IAfd g1 &l Sl 21
TS T RS 1 Igd HAHS H AT ST & | U1 GH S & 76 T8 @, Teld, YU d Feaiol i 9 FhR
sl & ST 378l 1 T T4 T 9T STl 98 i el ST Gehl & (o6 3761 % =hites o @ &1 &l I g3 |
F3 gl %1 Fe 2 % e % 3 yug @ & Saf® 39 fg yug 3 F1e @ &1 1 I g & 9 |qrg &
F3 forgTa Gt 3T i HE ST T € | 36 TR S gl % 3 7 & | TS FI e AN FIH &g 0
&Y i Gl T ) ST | 8| faie 2eg ®iNil § S 7g F1 39 36 &9 d [06R, Feqa, @, @i
e & ST TR <A feal R [V)H —ata Fi 56T a1 9, Hiar & 9wl arw onfe | g9 A 2
AT, T, el | 35 fed) Tregehis § —3i, i, e, U, €FEe, Ufced, At &1 &M o) STewmE i
T % MG % G & I FIohY W TE9d E i TS 2ASH 1 T SR i S & ‘guer 31 i el
foMIR &, e, o1, mmwm&mawmﬁ%wmalaﬁﬁuﬁmﬁww
T FET S A TRTd: FS IR 71 ENT Filh HAIRR G & e feaei &1 w1 H Tae 36 Sl Feid

Feqe IS I A % GHE G & H T T i T Fldl & T ‘ool T & TE T Rl AR el &

TEREARE 9 AT & fosdl TR 21g il il €1 SR 9 Heaqul T ST Aed Sal O qofd &l
TR 9 T T U T FA1 A 6 e I &1 7 3R W1 &1 37 38 §9 J JReRs & o a6 | @i |
TR, A1, 9E % 69 1 2ATENT T4 % Favid ‘afear el Sl & | Zeid Giiid & TOT &1 sRegfd 1 e 2-dfea | 7

LN

femion = % wemd B, foe o CR]un sem it SUE SEEranTT & 53 @ A 8 &SR0T S B @es &9 §

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 107


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

N D

TET R A % o5l TR0 ST 1 SUTEAT 1 AR G 711 ST SRR &9 S &R & ddfosd @il & dew
IIE I T8 FX & fosd EITia H HUT ST o e T (Sifean) 1 gie 1 78 &nt |~ & IrqEr f9d TR
‘SR e ¥t To1 1 g 1T FIA L FE Febl I TohR TAARIE Fhedt ¥t SBT3 ottt 6l qui | il et et
T Gkl | ETI il UT ST FdA o o Eolict il T, ok T2 Qe &1 8l e Gt &4 iR & oy &
HeRd B 1 Tl | 1 H Tk T STl O F1A & 2ea] B SUYTE A1 B aide W ‘AR aedi 8 7 Tea) §
‘A % Tud g @ oTadq % Sifew g o S Toe ugerER Al S e FE ReR a1 & afews waE & |t
FESII | sferaT 1 FMfeqeh 212l & Tk 1 SHfclel | WIETROT S1el & S 37l Fere Tl € T w8 ST Wi & Ao
&1 39 & sifear Stern T el S ¥ |

iferat ® TTeg T T, ST T 15 i GG 21 € | T T 5 918 T@dl & S Rt o1 et o

T T Tl HaTe 2l & | T i &H Gl &9 H 36 THR T G &- 31, I o SN wig & 1 8 o
TR WIE & TR @ H TR 81T 8 12T W & otad g & &9 | Age-A1rae, 369 & &9 H @1, 94,

TR, B19-9T 3711S &1d & | $6% 31 g &- 2. SaT ST R. ST TR | - St e e & df 98 g3
VTR Frdl & T8 g TR P-Rreaw % [SRiE & 1M W SH FraiT-2 TR F&d 81~ @9 iid # e TTE 2! HT 191

T S W1 3 TH &l & | F6- YUE- T, TR, 9, T i W A i w8, a gAd ST 3R
T &l 8, 31 TR &1 8 2R, foE, ith, aTcded eMfe Tal #ii agasan &idl & 39 afe 80 SR @ (Tfa) # dfem

S D N

F1 1 X Al o SR 1 3 TR @ S T AIGHIE T 3T AN B TR 9T 21 | F&01 (fOR) i1 sifea &1 o
T T & o et dfedi o S & SE-TueRd B AN g o ont A Sy 1 S9- gue e et
foren fore, T QR eanr 2 fUERET ST ST ¥, S AT @, O ARl S an B @, aSH SR &6
ST i i | Wi i S 7@ & et dfeali Fi el 6 T § 36 Td & 98- TR dis! 1 o AR A
Wﬂ‘r{{ﬁ,Wﬁwaﬁaﬂ-‘qﬂwwwﬁﬁa@léwwm,qw«qaﬁﬁaéﬁﬁﬁaﬂwﬁ’raa@ﬁﬁﬁa
S & G- [T ST (Frsfara) A e ST 1T Ao/ S SF1, A3 d Feel =R T, T S2R (Thdie, i)

FaREt AT Fal &t A G, Had F20G] Tl AT H ST | TS i afezll I Fle Ger T8 S A dl 98 €8

oSN ol a

£l & o & 1o  difel M g 2

difezit # sfesa TI-EnmE feR, dfd-Ra, To-Aere # &, 9 @ i, T8 e, T
St quie, TR foE, Frifers Wi T A & AR 1 Az (i, 59, e, S5, siten, ST enfe ) e fomms adt
2| GRH ATEH & AR F G G FTHE I & (54 7 S Hels HARSIH Hl T A= & T I/91 o1 Fii
T 30 TG & 26, FGTE, SHIGR A T Tidgi B ST A1 JEERR ST - &1 9 | Hebd: T liagl &l & id & id
FE A TWHL IAH % Ficl FIE T 1 AT | Tl o T Tl 51 Rl SHF R i T2 H I URTH § I
TIHE TRT FX ) oY | AhIG I 2l 1 SR TR &l gt H STo—2ie! Gem ot Tdid T Jel § 2T
T BT TR 7 | 3 SR AT Tk Sl 3T 2! & foraeh! Taeietl ST AT raTiorh T8l &1 {1 fFamTgan

D

T GeXdT © TR AT ST &1 & 1S TS 8 g i i 61 fost 0o i GHgi Thd § -

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 108


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

HAAIFR

I—l_l T T ! 1

i [ ;

o Bl AT

FEH (3TeZA) ™

- TR .
Qe S|
s e
T e Tﬁ;
N AR

d: TS I H IUE AT el i T 2@ i fHesdl & a9 T i izl & [eagar. @ SR

& WG] 1 SIS &H 3@ i HodT & W e i1 9oH Siqe WiE & q Sl HiE Q! Aa e 3 8 Sl S
1 difezil H @ o Tl € 31 @it wiEl § 9fe an Gt s Wil S S B a1 Qi Wit Ak
T %l 3@ i ool & S

o T oo S Fe a1 B-fYed & IgE &t it

o U, YU, [SERT S TR0 i &gl % RO TS H AGH] F OFqH & 6 S H S Jard

g

o - § OE-9g g SURYT I

o Tidl F FNUT JYRAS AT |

o e @ e £ 3

o Pt femitdl €19 T a1 o1 Bl T ST &4 Fl SUIGRT &1

o T % LRI ST 1 I FLAT IS (eI e & &7

IUI fosReal AR S el § oo’ T, 201, =hia, ¥ =1ie Wi 1 agodl & e i T, 2 &1 #it
difezil & or Wl i e S TR & 2| SR, g, Giae, TR % TE 8 €9 § e o, ofa i
ARt # favgraen @ & fF e % ITid seerr, T el S| A-TET St SARe & T TE- & it §
AT S g & I AR & o &9 & fres i ag freaw & o &1 SHER G 3o | W e w1 e
TR FTA A & T AT & ffret SR o &Xa 3 G T 1 S8 FIdl & Sl Yol Wi [ aa € dt it
R % 1 3T W 38 iR # Sl g o | Tt &, O F wed e W 3 fg # fra-fre s
& I % O T T I AGS (T 2 & a T SRR % 9 @ I @ & He SO B 39 S al

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 109


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

FEI T B 26 & any feifina Tere oX SEaw R A qree AR 6 S e 3 S Sl & @ & AR i dia
&Y ezl § ek & T Tar & ReH Tell 319 afd % TR W o1 &/ 96 & e TR Schivsd gl gdt
2l & fras SEeht i wie T foeE 3t 8 561 % 9 i-wee i sfeai 3t a6 e § o  Ghd & e
T Gfel @ frese & Tgd | T9e LA & W WE-9E & W9 A ST TG (9% &1 S1d & 91 GE-E % e Ssaal
T2 fram @ fiee | oy Tl 8 | Hiaq 9 il we dfemi % W faw 2 (e suiafa s e faeat | &8
e TR 21! ST & 38 Swite sfeail | SR A 19 1 |iiecd ¥R el § | A1 & geal @it aanyei
T RN 1 GRATST Y g TegATIHeT H 36 % e & e 98 ey & fifen W eefed, e @ =g,
Hid % FNU Foad, BrIaw % fad wM W AT Hed | Fifd @9 e anm Shan | fHe- A #1 3T e
& # gt S w2

foerda; &S #i TRl # gH @il 9ER & e & @EE (T, 89, F, 20, W, IE) 36 Fi e &
AR TR T & Il Wi &1 AR SE! o Fhdl & | R =R T G901 -1 e1did 99i-
ST 1 1 1 SHAT i THIET & &1 37T TS F1 el A Taett | AR e avrg ded &1 2

Tt i et

2 T, TSI, (23¢Y). &F1c3 31 37 1979 . F&ar : (e ufeasshad |, 3.8.¢)

R. W&, BLGA. (R00R ). HIF [85] G919 17, <18 Tag! - feran s/nrae ey, g.90 |

3. IR @i, GRS TR, ( 2]4R ). 37 /2] 21 #1720, ST SR : SR TG, Gl fohieT. g goc |

Q. 3T, THIA . (TB- S 2R¢s). JTII G (T Ht HIH diez)

. ST, T FHR AEET. ((2%¢Y ). GOF G, TN : T/ TG B H. &, {7, 3.0 AR, 3. =l
&. T G . ((23%% ). &I T 3Ic3] (A ST . S : TRl Thra, §..ex |

bt

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 110


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

ISSN : 2277- 4262

INTERNATIONAL SJIF : 8.244
MULTIDISCIPLINARY E-JOURNAL

: IME.J 1 An International Peer Reviewed, Refereed Journal

SAMVADA IN RAGASANGEET WITH THE APPLICATION
OF RAGANGA

-Shatabhisha Sarkar
Research Scholar
Prof. Tapasi Ghosh
Professor in Music Department of Home Science University of Calcutta,Kolkata
W.B (India)

Abstract- Primarily samvada tatva is associated with shruti samvada which takes place between swaras
placed at nine or thirteen shrutis interval from each other. But the presence of samvada tatva can be traced
long back to the Vedic period. Back then it was employed to determine the position of swaras of the gramas.
Samvada tatva is thus called the adhar shila of Hindustani music by Thakur Jaidev Singh. The word samvada
can be related to ideas of consonance, correspondence, balance and harmony existing between two or more
swaras or components of Hindustani raga sangeet. Raganga paddhati is a method of identifying unique
phrases of swaras in a ragawhich consist ofalankarasand sangatis. Narayan Moreswar Khare is credited for
advocating the ragangapaddhati as a method of classification based on predominant angas in a raga. Studying
ragas through Bhatkhande's perspective, however, informs that he too was aware of this concept and though
both used different techniques for classifying ragas, both agreed on the importance of anga identification for
the classification of ragas. Samvada can be observed in ragasangeet with the application of angas or ragangas
by recognizing consonance between phrases of swaras, angas andswarasangatis and by identifying phrasal
correspondences between ragas of the same or different thatas. The concept of raganga can create consonance
between the structure of the raga and the aesthetic emotion or rasa that is associated with the raga as well.

Keywords- angsha swara, consonance, correspondence, Hindustani music, raga, raganga, samvada tatva,
samvadi swara, shadaj-madhyam bhava, shadaj-pancham bhava, swara sangati, vadi swara

Introduction- Hindustani music or raga sangeet as an art form, has a practical function. But the theoretical
science working underneath, has a crucial role in maintaining and supporting the classicism of its
performancepractice. Musicologyupholds, analyses and informs this theoretical premiseby contributingto the
critical discourse on this subject. Notably, concepts like samvadaorragangaplay both, functional i.e., practical
and conceptual i.e., theoreticalroles forraga sangeet. This paper intends to highlight howthese concepts
integrally connect toeach other in Hindustaniraga sangeet, orrag-dari musicin an attempt to explore further
avenues for research.

Concept of Samvada- Primarily,samvada tatva is associated with shruti samvada which takes place between
swaras placed at an interval of nine or thirteen shrutis from each other. Thesamvada or consonance that takes
place between swaras placed at such intervals is often known as the shadaj-madhyambhava or the shadaj-
pancham bhavarespectively. For example, when the shadajswaraof madhya saptak is taken as a point of
reference, then thepanchamswara of the madhyasaptak is located at a distance of thirteen shrutis from
shadajand themadhyamswara of this saptakcomes at a distance of nine shrutisfrom shadaj. It is interesting to
note that,though the madhyamswara of the madhyasaptak is located at a distance of nine shrutis from shadaj,
the madhyam of the mandra saptak is again found at a distance of thirteen shrutisfrom the shadaj of the
madhyasaptak. This phenomenon placesthe shadaj-panchambhavaasthe principal consonance
orsamvadaamong all other types ofsamvadas which are found between swarasin theragas.

Historical study of Samvada- The phenomenon of samvada is perhaps as old as the history of Indian music
itself. The presence of samvada tatva can be traced long back to the Vedic period when it was employed to
fix the position of swaras of theswara- saptak of the SamaVeda. The saptaka of the Vedic period was known
as the suddha saptak till the time of Sarangadev.The swarasofimportance, namely, thevadi, samvadi,
anuvadiand vivadiwere also placedwithin a melodic structure in adherence to the theory of samvada. One
comes to know that Abhinavagupta considered the vadi swaraas the “swami” or the lord, because it was
considered as a particularly special musical note. Subsequently, the samvadiswarawas compared to the
“mantri” or minister, because it matched itself to the vadi note.!Abhinavagupta compared theanuvadiswaras
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to servants because they were more like followers of the vadi and the samvadiswaras and matched with the
vadi swara, in particular, to a lesser degree. Thevivadiswara was compared to an enemy who had very little
utility.

Bharatahas discussed in detail about the angsha swara of jatis after classifying the
jatisemergingoutofthe gramas. Jaydev Singhhas translated theangsha swara as the “key note” in a jati.?One
learns that, the jati established itself on the basis of the angsha swara. Itfurther concretised its establishment
on the basis of the samvadi swara of that angsha swara.The samvadi swaraswerealways present in Jati gaan.
The value bestowed uponsamvadatatva with respect to jati, in Bharata’s timegets evident through such
observations. The Samvada tatvais still manifested through the vadi, samvadianuvadi and vivadiswaras in
ragasangeet.At present, theangsha swarais referred to as the vadi swaraof a raga.The samvadi swara is
located either in the purvanga or the uttaranga of raga.

Concept of Raga- Matangahas stated that the term raga is supposed to produce “ranjanai.e., have a pleasant
charm”.®Ranadeon the other hand, broadens the scope of this definition when he calls raga, "a result of
processing the basic scale to create melodic frameworks that are foundational and generative".*Matanga’s
statement concentrates on the effect that aragahas, in creating the pleasantness or charm. Ranade’s observation
however, focuses more on the process which contributes to theeffect or end result and is therefore, more
helpful in accommodating the concepts of samvada and ragangawithin its purview. As concepts, samvada
and raganga canthen be considered as foundational and generative mechanisms supporting the process of the
construction and presentation of araga.

Some of the important characteristics of a ragahighlighted by Bhatkhande include that a raga cannot omitboth
madhyamand panchamswarasat the same time.It is also true that araga cannot exist without the shadajswara
in it. Additionally, araganeeds to adhere to all therules applicable for the vadiswara which isthe principal note
of araga.

The aforementioned characteristics portraythe significant roles played bythe swaras likeshadaj,
madhyam and panchamin supporting the basic structure of any raga. Theprincipalrole assigned to the
vadiswaraalso re-emphasizes its significance in comparison to all the other swarasused in a particularragain
the creation of samvada within the constitutional nature of araga.

Historical Study of the Evolution of Raga- As far as the evolution of raga sangeetis concerned, it is
necessary to understand and clarify its origin, as to whether jati gayan or grama ragas have been its ancestral
source. Jaydev Singh repeatedly mentions the importance ofsamvadiswarasfor both,jati and raga.Gautam
suggests that “the concept of jati being the matrix of the raga may have to be revised and substituted by grama
raga” because itis easier “to trace an unbroken stream” for thegrama ragasince the time of Narada whose
treatise is dated around 150 BC.® He states that even though scholars before him have found the grama-
murchhana- jati system as a superior approach, this systemdid not last after Bharata’s time. However, the
grama-raga system managed to grow consistently from the time of Matanga till the time of
Sarangadeva.According toGautam, the development of thebhasa,vibhasa and antarbhasa during Matanga’s
time,indicated that the grama- raga system had emerged as a replacement of the jatis. The author also informs
that the raga-raginipaddhati which was a method of classification of ragaspredominantly in the medieval
period,emanated out of the grama-raga system.”

It is interesting to note that while trying to define jati, Abhinavagupta has usedtwo characteristics of
Jatigayan which become markedly similar and comparable to the characteristics of ragasangeet of the present
times. One of them being the term vishistasannivesawhich Singh has explained as a special way of coming
together of the swaras, a specific form, an arrangement which brings them into close associations. He calls
them "a pattern” or "design". He states that when swaras are kept in integral cohesion, the structure of the jati
is born. The second characteristic of jati mentioned by Abhinavagupta is known as, rakti, a word in
Sanskrit,referring tothe quality of “ranjakta” in Hindi and pleasantness in English.®

The term vishista sannivesa as a characteristic of jati, is comparable to the concept of anga or raganga
of modern-day raga sangeet which too is often characterized by a unique combination of swaras, a particular
pattern or design in the combinational phrases, enunciated in a particularly special way. Theangas or phrasal
combinations which structure a raga also embellish it, making the ragasound harmoniously consonant to the
ears of the listeners. This pleasantness ofconsonance is again ascribable to the quality ofrakti, which relates
itself to ranjaktai.e., charm or pleasantness.

Historical studiesdemonstrate that Hindustani ragasangeet has had several names, usage and many
phases of development until it reached its current stage of evolution. It can be said that in the course of time,
Hindustani music has filtered out some of its structural and functional features while retaining some of its

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 112


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

fundamental qualities from jati and gramaraga. This processhas ledto a systematicevolution of this art in the
form of ragasangeet.

The present approach towards Raga- Bhatkhande and other musicologists of the modern period began to

realize that there was a substantial difference between systems and forms of ragas and raginis which were
practiced in the ancient and medieval times and the ragaswhich werebeing practiced in the modern period at
different locations spread across the country. This is when the need for the present forms of thataand raganga
systems of classification of ragas emerged. Nevertheless, the scientific theory of samvada in ragaremained
unalteredat any point of time in the history of raga sangeet. In fact, in his attempt to define a characteristic of
shuddha raga out of the shuddha, chhayalag, sankirna categorisation of ragas,Omkarnath Thakur firmly
putsthat the purity of ragasrequires that rules of samvada are followed in them.®

Concept of Anga or Raganga in Raga Sangeet- By raganga one refers to specific group of swaras which

are ragavachaki.e.,a group or phrase of noteswhich characterize araga. Narayan Moreswar Khare who was a
disciple of Vishnu Digambar Paluskar, is credited for advocating the ragangapaddhati as a method of
classification based on predominant angas in a raga. Omkarnath Thakur clarifies that this raganga
paddhatiwhich is being followed in Hindustani ragasangeetis particularly different from Sarangadeva’s
concept of raganga, which related to one of the types of desi ragas.’°Raganga lends clarity to the structure
and character of a particular raga and helps to distinguish it from other ragas. Often, under ragangasystem of
classification,the ragas consisting of identifiable phrasesare kept under one single category. For example, ‘G
MR S’ is an integral anga or ragavachak phrase of Kanada. All ragas consisting of this angaare placed under
one single group or category,which are referred to asragas of Kanadaanga. Ragangasas unique phrases of
ragas are expressed with the help of alankaraslike meend, andolan,kanetc.and sangatis or combinational
associations of swaras. Whenragasare studied through Bhatkhande’s perspective, one comes to learnthat
while classifying all ragas under ten prime thatas, Bhatkhande has not only considered thesuddha and vikrut
forms of swaraspresent in aragabut has also studied theragasaccording totheir respective ragangas. He did
this in order to make the classification as effective as possible, by accommodating the nature and character of
the ragas along with their style of progression as well, for this purpose. It can therefore be observedthat though
Khare and Bhatkhande have used separate techniques for classifying ragas, both agreed on the importance of
anga identification for classification.

Anga ldentification and Samvada in a Raga- The angaidentification can be specificallyrelated tosamvada

tatva when one follows Ranade’s definition of samvada, where he distinctively speaksabout the attainment of
"constructional correspondences” within "larger melodic structure”.!*This statement is particularly true in the
context of a raga, when we consider ragavachak phrases of theragain the purvanga i.e.,from shadaj to
madhyam, and raga vachak phrases in the uttarangai.e.,from pancham to taarshadaj, in a raganga raga. A
raganga ragais ascribed as one which is pure, withoutthe influences of any other raga into it.Due to its purity,
theraganga ragabecomes capable of forming new ragas through its unique raga vachak anga or raganga.
While discussing raganga ragaBhairav,Jhaobserves that every ragangaragahas two raganga vachak unique
phrases of swaras.These two phrases aid in the exposition of the ragas in the purvanga and the uttaranga.**To
prove his statement,he has shown the raganga vachak swaras in ragaBhairav in the purvanga, which has ‘G
MP G MR, RR S, and the uttaranga, which has ‘M P DhDh N S N DhDh P’. In the purvanga andthe
uttaranga, Rishabhand dhaivatcome as the vadi and the samvadi swarasrespectively, while
creatingmanifoldsamvadaon the level ofthe shrutis, swaras andbetweenpurvanga and uttaranga through
shadaj-panchambhava.

Onelearns that unique phrasal correspondences can be created by mixing a uniqueraganga vachak
phrase with the basic form of a raganga raga to give birth to a new kind of raga under that particular
raganga.ln supportof this argumentthe example ofragaPrabhat Bhairavand raga Ramkali can be
considered,where the anga of Lalit through the use of both forms of madhyamswara in the purvangaand a
phrase like ‘M P DhNDh P’ comeinto the basic form of ragaBhairav, to create the new ragas respectively.
Another example of samvada within raga can be demonstrated through the example of raganga raga Todi.
The raganga vachak phrase in the purvanga of ragaTodi is as follows:

SRRG, RRGR S.
This raganga vachak phrase RGR S from the purvanga of raga Todi can create a melodic relationship when

mixed with the form of BhairavP G M Rand create ragas like Shivmat Bhairav when arranged asP G M R,
RGRS.1?
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Thisshows that raganga is capable of creating different dynamics within a raga along withthe creation
of unique relationships between combinational phrases or angas of different ragas. If raganga can be
perceived as a tool of expressing samvada, then the prospects for the exploration of the samvadatatva through
ragas only grow.

Samvada between Ragas- Samvadacan exist between two ragas belonging to two distinctthatasas well. This

statement can be demonstratedby considering the examples of raga Deshkar and Bhupali. While Deshkar
belonged to the Bilawalthata,Bhupali belonged to the Kalyanthata. The ragas incidentally have similar
arohanas S R G P DhS and avrohanas S Dh P G R S and yet they differ in terms of pronunciation and a “shift
of emphasis”. 1*Deshkar emphasises on dhaivat and Bhupali ongandharswara.The shift of emphasiscreates a
contrast between the tworagasmaking them consonant to each other in another unique dimension.

Swara sangatis and Samvada- In a raga,in order to form close associational bond, to demonstrate the

character of a raga, when swaras come together by skipping a few of them in- between, they are referred to
as swara-sangatis.Particularly there are a few swara sangatis which act as identifiers of ragas and are known
as anga vachak swara sangatis like MR P for ragasof Malhar anga and P- R for ragaChayanat. Such
sangatiscan also be referred to as anga vachak swara sangatis. One learns that the swara sangatis with
shadaja-madhyambhavain the ascending order are used abundantly and are considered most appropriate for
expressingthe aesthetic appeal of a raga.One of the predominant principles of finding effective swara sangatis
include that they should have samvada. Ramshankarexplains samvada as “samyak’ which can mean ‘sweet’,
‘balanced’, ‘in harmony’, ‘analogous’, etc.®

Swara sangatiscan range between the most consonant ones, referred to as Ati Ishta, to the least consonant
ones,Ati Anishta:

1. Ati Ishta Samvada:
S- P sharingthirteen shrutis between each other, in 3/2 ratio.
More pairs having shadaj- pancham bhava are—
R-Dh
R- Dh

-N
N
S
Ms

G-
G-
M-
S- harlng nine shrutis between each other, in 4/3 ratio. More pairs having shadaj- madhyambhava
a

=

m 'Um
Z9Q

R-
G-
G-
M-I

P-
2. IshtaSamvada:

S-G sharingseven shrutis between each other, in 5/4 ratio

R-M havingShadajantarbhava and other pairs like this are as follows—

G-P

M-Dh

P-N

S-Dh
3. AlpalshtaSamvada:

S-G sharing six shrutis between each other, in 6/5 ratio

S- Dh sharingsix shrutis between each other, in 8/5 ratio
4. Anishtasamvada:

S-R, in ratio6/8, laghuswara 10/9
5. AtiAnishta:

S- R, in ratio 16/15 ardhaswaral®

Exceptions to the rules of samvada within swarasangatis can be found through examples like that of ragaShree
which has angavachakswarasangatis like P-R, R-P, not adhering to the rules mentioned above because the
tendency of komalrisabh always lies in making an opposing relationship or visangati with the panchamswar.
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Samvadaand Aesthetic Emotion (rasa) of Raga

Anga or raganga helps to create consonance between the structure of the raga and the aesthetic
emotions associated with the raga as well. The form of ragangaragaBhairavfor example, has been completely
based on shadaj- panchambhava of its swaras. The raga is filled with beauty and sweetness and is thus,
capable of accommodating rasas like vairagya, bhakti and shanta.®

When new ragas are created, they require aesthetic and scientific soundness. The quality of
soundness in a melodic presentation is a result of a structural and scientificarrangement of swaras within the
raga. The shrutisamvada,swarasamvada,angasamvadaand swarasangatisindicatetowards this scientific
arrangementwithinragasestablishing consonance in multiple layers through the samvadatatva.

Conclusion

The discussion holdsthus, that Hindustani music, consisting of a melodic arrangement, has qualities
from both jati gayan and grama raga. The ragasangeet of the present, is based onthe principle
ofsamvadatatvastarting at the level of shrutistothe level of angas or ragangas, on the level of swara sangatis,
between the structure of a raga and the aesthetic emotions accompanying it.Hence, the firm foundations laid
by samvadatatva has gifted Hindustani music with a structural soundnesssupporting its functionality
throughout the past and the present. Nevertheless, there remains ample scope for in-depth research on the
melodic associations existing in-betweenragasthrough exhaustive and careful analyses of the
theoryandpracticeofHindustanimusic.Samvada tatvahas thus, been rightlyreferred to as the adhar shila of
Hindustani music.*’
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Abstract-  Classical music of the West and of India, both have understood the concept of consonance
ingeniously in their own way. The former looks for consonance in harmony and the latter looks for consonance
in melody. These differences have given rise to certain principles of Compositions in the Western Orchestra
and also rules for creativity in Indian Raagdari Sangeet. In Western music, the underlying harmony in
compositions pave way for the melodic sections that are juxtaposed over it. This highlights the fact that
singular notes are never consonant or dissonant, rather the intervals between them are. These intervals are
prominent in harmonies where notes are played together. Therefore the idea of consonance and dissonance
differ in both music forms and is the main reason why the music of west and of India is so diverse. What
appears to the west as a dissonant chord, can in fact sound consonant in an Indian Raga with the same notes
of the chord, for the sole reason that each note is given a unique treatment while performing it. This paper
will discuss the origin of consonance from harmonic waves, the importance of the root note and corresponding
intervals between notes, how the intervals are used in producing chords in west and how the Indian samvaad
tavta is derived from it. A comparison will be done between the consonance maintained between various
instruments and vocals in an orchestra and in an Indian Classical performance. Finally, we will see how in
both the music forms, consonance sets the scope as well as the limits of creativity.

Keywords- Consonance, Dissonance , Harmonic Waves, Melody, Harmony, Chord, Unison, Cadence, Nyasa
swar, Orchestration, Symphony

Introduction- The word consonance has a plethora of meanings, depending upon the context in which it is
being used. The peaceful existence of two diverse , agreeably different things, is called consonance.

Music arises from the spectrum of frequencies that a human ear can grasp. Consonance in music is the sense
of ‘co-existence and co-dependence’ that certain frequencies exhibit when heard together or alongside each
other which ends up captivating the auditory senses of the listener.

This characteristic, is the building block of the aesthetics of music and what differentiates music from other
worldly sounds.

Origin of Consonance- The idea of consonance finds its origin in the concept of Harmonic waves. Vibrations
created in a finite or bounded medium, give rise to Standing Waves. The waves appear to be still because of
its own reflection from the edge or rim of the bounded medium.

Strings of a VVeena or guitar, the column of air in a flute or clarinet, the surface of a Tabla or drum which is
bound by the circular rim or even the vocal cords of a human in their larynx, provide a bound medium, which
helps form a standing wave setup.

The thing that makes any given frequency seem ‘musical’ is not just that particular frequency, but
also the unique and distinctive mix of ‘higher, quieter’ frequencies that always accompany the root or
fundamental frequency. These higher frequencies are called overtones or harmonics and are produced in any
arrangement where there are standing waves involved.

The root frequency is always a plain sine wave with no flavour. With just that, there would be no
difference in the C# played by a Veena or a C# played by the Flute. Why does the VVeena sound shriller, sharper
and trebly, in contrast to the fullness and roundedness of the Flute? How are the two instruments so easily
distinguishable despite emanating the same note of C#? The answer to this lies in the unique combinations of
the overtones of the two instruments.
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The string of the veena provides a one-dimensional medium for the standing wave system. On the contrary,
the air column of the flute provides a three-dimensional space. This nature of sound is called timber. It is the
unique arrangement of overtones that give any sound its timber.

Consonance is already present in nature. Identifying it and accentuating it, makes up the process of
creating music. It is not by chance that the Tanpura was chosen to be tuned in Pa, Sa’, Sa’, Sa of a given
scale. These notes, are in fact the first four, most prominent harmonics of that fundamental frequency. The
constant highlighting of these harmonics by Indian classical musicians by plucking the strings of the tanpura,
is one of the many examples how we can use the consonance found in nature to our benefit.

Idea of consonance in the west and Indian subcontinent- It is a well-known fact that the west has always
looked at music in terms of harmony. A group of notes that sound consonant together, form a ‘chord’ , and
progressions of these chords, make up musical base. Be it western classical, where there is a symphony of
orchestra build on certain prime chords progressions or be it contemporary mainstream music like pop and
rock songs. Music in the west is spoken in the language of chords. They do have melodic sections, but it is
always the harmony that drives the mood of the composition.

Because chords involve notes being played together , simultaneously, the intervals between the notes
become more pronounced. Therefore, consonance in harmony is hugely different from consonance in melody.
The following chart compares the intervals of the west and Indian music.

Musical Intervals- West and Indian
Western Interval name Indian Degree of consonance according to West
Minor Second Sa-Komal Re Dissonant
Major Second Sa-ShuddhaRe Dissonant
Minor Third Sa-Komal Ga Consonant
Major Third Sa-Shuddha Ga Consonant
Perfect Fourth Sa- Shuddha Ma Most Consonant
Augmented fifth / Tritone Sa-TeevraMa Most dissonant, also called 'devilsinterval'
Perfect Fifth Sa-Pa Most Consonant
Minor Sixth Sa-Komal Dha Consonant
Major Sixth Sa-Shuddha Dha Consonant
Minor Seventh Sa-Komal Ni Dissonant
Major Seventh Sa- Shuddha Ni Dissonant
Octave Sa-Sa' Most Consonant

We can see that, most of the commonly used chords in western music have been formed by the consonant
intervals. ‘Augmented’ or ‘diminished’ chords which use certain dissonant intervals are rarely used, as an
element of surprise and intrigue.

If we compare the same with Indian music, each interval has been adopted by one of the other Ragas as the
prime note combination. The tritone interval can be seen in Raag Shree, where the interval between Komal Re
and Pa is the same as Sa and Teevra Ma. While presenting Raag Shree, this interval no longer seems dissonant,
as the treatment of the notes is such that there is ‘consonance in dissonance’.

Here the main thing to be noted is that, in Indian melody based music, as notes are not played together and
rather played consecutively, the intervals between notes are perceived differently by the ears. Tanpura, which
is continuously anchoring the audience to the root note Sa, prompts us to see every note with respect to it.
Along with this, the unique way of treating a note in every raag makes even the most dissonant interval, sound
pleasant and natural to the ear.
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Consonance of notes - Their usage in Western and India classical performances

The importance of the perfect fundamental note ‘Sa’:Unison is the same note or frequency produced by
different voices or frequencies. It is the the art of establishing the ‘Sa’ of the performance. The more prominent
the Sa, the more consonant the other intervals seem.

In Indian Classical Music, the ‘Sa’ is beautifully explored in every aspect.

Irrespective of a vocal or instrumental recital, before the artist begins to perform, the aiding instruments like
the Tanpura and Swarmandal are meticulously tuned at the fundamental note and repeatedly struck to assert
the Sa into the ears of the audience.

The vibrations of the Sa are made to fill up the air and penetrate deep into the consciousness of everyone
present in the venue.

Next come the accompanying instruments like the Tabla, Harmonium, Sarangi etc that are many a times tuned
right in front of the audience. The constant effort of the artists to match their instruments to that perfect
frequency, the perfect Sa , further helps assert it into the atmosphere.

The audience are subtly and implicitly notified beforehand that this particular frequency , the perfect
Sa, is the one that will form the base of the upcoming performance.

Even ears that are not musically trained, get the sense of beginning and end with the Sa because we must not
forget that consonance is in fact a phenomenon of nature.

Only when the resonance of the fundamental note is established thoroughly, the artist is satisfied enough to
begin the performance.

Ironically, the first note sung/played in an Indian Classical ‘Raagdaari’ concert, need not be Sa. A singer will
most likely begin Raag Yaman with a Ni of the lower octave, or perhaps Raag Marwa with a komal Re.
However this is done only when the fundamental Sa has been established enough beforehand. The subtle dip
for Ni or the rise for Re may be deemed as ‘dissonant’ by western musicians but it is welcome , due to it’s
capability to point to ‘Sa’.

In Western music , this can be seen in the concept of the Fundamental Bass. In Rameau’s Treatise of Harmony,
it is clearly stated under the ‘Principles of Compostions’ that :

“The essence of composition, for harmony as well as melody, lies principally, especially at present, in that
bass we call fundamental.”

Fundamental bass is the root note of the musical chord. In western staff notation, there are clefs, which
determine the pitch of a particular melody or harmony. In a given composition, there is always a bass clef
present, in which the fundamental ‘Do’ is played, and is followed by consonant intervals or the harmonics.
These intervals need to be present in either an ascending format or descending, depending upon the melody of
the treble clef above it.

This shows that the establishing the root note is equally important in both Indian Classical music and Western
Music.

Unison during performance in West and India- In Western Classical Music, there may be a section in a
composition where all or a group of instruments are required to play the same melodic line together in the
same pitch or in octaves, depending upon the register of the interment. This is considered as a powerful part
in the composition where there is volume and a sense of unity that is heard. The same sense of fulfilment can
be obtained in an Indian Classical music performance where during the development of the Raag, the vocalist
or the main instrumentalist takes a melodic phrase and the accompanying musician closely follows them,
recreating the same melody. As Indian Raagdaari music is more about improvisations and ad-libbing, the two
artists will not be in sync in real time, but it will be pleasurable all the same to hear them closely follow each
other.

Similarities between Cadence and Nyasa Swar- Cadence in western music is the two-chord progression that
ends a musical phrase. And nyasa swar is its melodic counterpart, used in Indian music. Nyasa swar can be
called as a careful, thoughtful pause in Raagdaari music which heightens or alters the mood of the Raag.

Depending upon the feeling of completion that they provide, there are four types of cadences in western music
namely: Authentic, Half, Plagal and Deceptive Cadence. Authentic or Plagal Cadence is when from chord V
or chord IV (which is built on Pa) we come back to chord I (built on Sa). This gives the complete sense of
ending. In contrast to this If a phrase ends with any chord going to V, a half cadence (HC) occurs. If a phrase
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ends with any chord going to V, an imperfect cadence occurs. The sense of completion and finality is played
with, just as the techniques of langhan/alanghan , abhyas/anabhyas are used in certain places to skip notes and
hit them when the yearning for a closure is heightened in the ears of the audience. An example of this is the
presentation of Raag Yaman, where Sa is skipped while singing the signature ‘Ni Re Ga’ phrase and is hit
only at the completion of the phrase which makes it sound very appeasing.

This Nyasa swar or the landing note can be corelated with authentic and half cadences. Having nyasa on Sa is
like a perfect cadence where as in raagas like Rageshri, Ma is also one of the nyasa swars, making it similar
to a half cadence.

Consonance of instruments in western classical compositions- In the world of western classical music, an
orchestra is a large ensemble of instrumentalists and vocalists even, playing together in one of four ‘families’.
Orchestral families are the groups of instruments and comprise of: strings, woodwind, brass and percussion.

Woodwind instruments usually include flutes, oboes, clarinets, bassoons etc. Horns , trumpets, trombones
form up brass instruments, Violins, cellos and double bass are the most common string instruments and finally
we have bass drum, side drum, cymbals and triangles for percussion.
There are various types of orchestra and each have varied number of instruments. Symphony orchestra can
have a total of 70-100 players in the composition whereas

Theatre, Chamber and String Orchestra are less elaborate with just over 30 instruments.

With so many instruments involved, consonance between them becomes an important factor that composers
keep in mind while writing and arranging sections for each of them.

Each of these instruments has its own range or compass within which it must operate. Knowing the tonality
of the instruments is a must for writing impressive pieces for the orchestra. For example, the clarinet sounds
dry and piercing to the ear in high registers, whereas the flute and piccolo sound brilliant. Hence, a smaller
clarinet and piccolo can be used to extend the range of the other wood wind instruments.

Nikolay-Rimsky-Korsakov in his book ‘Principles of Orchestration’, gives many rules of compositions.
Full scores of compositions usually see to it that:
1) Each pair of woodwind instruments is written on the same stave.

2) Each principal group (woodwind, brass, string) is arranged as far as possible in order of pitch, to help
the audience distinguish the sounds of the instruments better.

3) Combination of woodwind and brass produces a much more complex and better sound than each
alone

4) String and woodwind groupings are avoided as strings tend to overpower woodwind instruments.

5) String and brass instruments do not give a consonant sound while playing in unison. Hence their
sections are deliberately kept away from each other in terms of pitch and time.

Even with respect to the seating arrangements of the instrument players, a balanced stereo effect is desired.
Composers often write two independent violin lines for an orchestra, with the first usually being slightly more
challenging. To ensure that the two violin sections maintain clarity and rather than sounding muddled,
1st violins tend to sit on the left of the conducter while the second violins sit on the right. The violas, cellos
and basses are usually in the middle and move from left to right in order of highest pitch. They are placed near
to the string part they frequently double. Percussionists are traditionally placed at the very back due to their
volume and function as the rhythm section.

Melody: In an orchestra, there are melodic sections written in which, a group of instruments stand out from
the other harmonizing instruments. This section should be easily distinguishable from the rest of the orchestra,
in terms or either tonality or accentuated dynamic shades while playing it. The melody should be detached
from the underlying harmony. Melody planned in the upper parts of the register stands out more compared to
the lower parts.

Violin- soprano -alto
Viola- tenor-alto

Cello/double basses- tenor-bass
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Even vocal sections are written, taking into consideration the natural register range of the vocalists, keeping
male and female chorus different and giving apt portions to each singer.

Conclusion- Dissonance is a subjective term. The note combinations that the west calls as a ‘discord’ is in
reality not true dissonance. The continual usage of ‘Sa- Ati komal Rishabh- Ati komal gandhar’ may be
sound very strange to western musicians because of the close placement of the notes, but for Indian ears,
these notes are the main mood setters for the sombre Raag Todi. Todi builds up the feel in such a way that
no longer sounds dissonant. Our ears are accustomed to certain notes so much that we relate the discomfort
it brings to an emotion and that emotion becomes the face of that Raag. Raagas like Puriya, Marwa, Purvi,
Lalit and lot others thrive on dissonant intervals and yet are favourites among artists and audience alike.

Culture has a very big role to play in this. For Indian ears, dissonance might be felt when an prohibited or
varjit swar is taken in a Raag which mars the mood it has set. But at the same time, breaking the rules by
taking vivaadi swars is also permitted if done thoughtfully.

Indian music has its unique way of extracting the flavours of every note and presenting it with utmost beauty.

With this we can conclude that notes are never consonant and dissonant, intervals are. And harmonies
accentuate the intervals, which make the consonance or dissonance more prominent. This could be the reason
why the west has not explored music in the way we have. These two different takes on music has opened and
closed certain doors of creativity in both forms of music.
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7 G F1 5917 356 THR 1347 797 8. 33Te0T GRT &7 1391 ST |
F TSE - T - (AT, RBNST T, [F] - HIeERo, A, &A1 S, 715, Yid, @ 3K @5 7 qad
I GG FT ST |
THN 36 919 & ATl § Sl F3 i & GATE o & IEH! & e F8 Ghd & | i il Giiia & &1 Wil | Fiar awn
%GTTEHTI:
2, Giviifers 3
R, SFElio®
34 31 et & S S 2

S T i e G it T R €9 & Sl & a9 T8 HEI H A SR AHTER Sl & 6 e H
" FEd & | o e el it el | ST a7 | 26 e 1 <ifes gaH €9 S &H G odT € AU 9 ST
I 2, I Yfd Fad T 1 < fa 1 £ ReR &9 T/ F2i 8| Sl it &8 TR 3t a1 & I oG e H <1 dast
I TET9F Bidl 8 | 36 NG SR <El ST dl O G6eh § & A1 &ld §, 3 06T A6l H @ R T 91 fag oA
1S G YA Tt i % &9 H ITGRT Fd 37 @ 2 | &4 *R faigati & @ ¢ fog =1 &w [@iis qo fomi w3 %
o5 I il B, et 88 TR Fed B | g6 Tieal % e i, Sl 71g S iidean &1 99 gffa 3w ofd & §8 wea

N DN

@R FEd B
T fraRa o1 e % o STeaRed v eRer & ol Tt @i 2 1 FiSES Hi Sl § A1 2| /g
ST % ST % &9 | STdi s el %1 & STERT e 2 |
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da1g 1 781 @ W1 S ol Feh o (<10 i SR @R A S aiee & B 1 e, i F S e
THAN WA Eid § Reid & 98 T HeX Ha1g 1 399 Il € | 3l &7 | ik Tag T SR 2 2
TH! SRR 12T Gl H ¥t TER o P10 % ST S R T A TS 98 SHTiaR I SEeh 1 ST 379 i |
T E, S Hl WA Giid o T & Heego YR a2
TR, AT % TR I & TG FE4- S &1 TR il OF G TG A 3R 98 Gl | Sieh T AL S o Wl
Tl ‘28 FEST! & 36 [A9RA FiS 39 1 T Tl TEER ST AR A Fehal 91 dl 38 &H /31w’ FE Ghd 2 |
T 3 TN &- T U1 ol G &l Wi H STgaTe 3 "o 2o (STaehl g ¥t e S 8| 26 o |
O 31T 1 T T S Al % G 2 |

GA1E I B G + a1 A1 A Wi AT 8| §F oT) GE ¥ dra-a1 e W e vy i HeH
& T T e W {578 321 i 01 &l &, IH @GS Fad £ o, o & @l § Sg-9uH 1Hel TS &
AR 38 3T Ahfch ST} U fR19 22T 8, et GRATT dag i e1del w1 <1X Sa1e F1 et Stk Sdid
B2 | JEhaal % TArAT AT« & Fa- T | 36 1wl &1 ¥ 'dare’ i <ol | w81
forae - 51 1 @R 1 e e | SH GHE F! Rl T3] 7 S, STl 3 gl § | e Tk IR &R (T &R
T keynote ) &, I g1 1 TREANE Siavies TaTeY’ e & | 72id e &1 @)l # 9 A a1 (e Sfavis
1 T & | T T TR e Svae 3T 3+ FEadl & | S8-331, O, 3719 3 -8’ sfawe & e
FE TR

2N D

i, IR, BT, A, At R aE Yfdi F Tl W R T WER ‘22 8id & iR 4, o118 a9 29 il &1 3wl
'Ifele’ FET IR
TR HAIE S TR HETd- S %I &6 36 T & % o g Tl i Gl O ST & o S % T T g S & a1
HaTg & Fal STl & | 56 gl et AT g &t € di 3+ famg awaeg am | ST ST 21
TEfY W A §-Y IR G-H 741d 5 U= IR T3 AW TaTg % =40 i & | 6! St % 5 g & &1 ard
I U T H T ST | 376 U qR 1 S-1 F21E0 d G dR &1 S %l O |1y S8 9 d S0 Idid &1 | S
el TR T S T 216 T BT &l SgUa e A &1 Sl & | ) 1 AT SR T2 ST dl Sgae sedl
ST & SR RIHS T (5 /1) WIE: FHEI AN E | G T (4/%) W IETH I GOS8l A 2 | R 1 I&F a1g ot
T dt Y SRS T3 TR H (¥/3) T R il GOSH &1 ST 8 | 36 TR d1IqY & il R & &< 1 @tfe 4
T S S T (3/R), 9 (4/3) TGS & STl 2 | Sid § 71 9 0 S 3 0 e G &1 ST & | 564
W % 99, 9 1 % Jodl $S IR e W 9 | Gieig § )| f59 w1 #1991 95 @ 9Ee § 3 ) T8 @ IR
fsterent fone & 9= "arfere @ g fen Sran B
ferazll 278 Tueh il GO @ | TdT ol & (o6 ot @i 1 99 € Sidlss O & S141d Siel-8id] dearsi @
TR R T 8 9 1 28 @ E ST (STt Siauie a<i SeEneil | Sehe R T & 4 a1fee ¥ | 38 o1 etfe w1 & i
1 ST 51 3 S B | 3 % DIETA X &l IUAT il A R FXAl 8, (Tt It 26 TR &
S & 3o g1 T SAigios- ST &l I :
o IJATE-T(R/R), A(®/Y)
o TE-Y(4/R),7(4/%)
o IJATT-TI(]/%) H¥(¢/w)

o IAME (/<) FYTW (22/%)
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o If efem - Y(28/2w)

foretign (Sie), IRUTHY @R AT HeE W SH1 STE- e i @ TR faeie etelid i &1 8 | 58 26 SRR GHen
Gﬂaw%,aa?fr@ffﬁwﬁﬁaﬁ@ﬁw@waﬁ%mwmﬁﬁqﬁiﬂ%aﬁ?m%a@%wﬁa
SR o ¥ i I1 Foredar G 371 6 &1 Sl 8, fR TR 1 el a2 Sl € | S6h 1id & aWyq e
T 94 malﬁﬁﬁﬁwm»ﬁéﬁa@iwﬁﬁmm%m@aﬁnﬁﬁa@?ﬁzﬁﬁﬁﬁ%w%m
% iR T A1 & <1 1 a1l et &1 STt B o o <raen Ot o1 & el Mol S G el dan| &1 &’
Tgfe | ST SicR &1aT & i Hehe o S G 3d & | Fivliaes 281 & 3 Sics fd Gehe Acafvr Tfe Jmei St
21

Tt &1 T i TG H AT ST &l dl A= FI G 36 Tkl HidH &1 el &, Wit et # & 3 gt
TR T T & IR @ T O e @) GAE 3 & e 2 @ 3 wed ¥, (e g aed v fedisit
IR a1 | AT A ST A1 ITENN T&Y Il T T H G o0 S FE Hl 300 dl 2oo G i Tk e
TR AT 33T 11 e & TR Tl R B | T6 TohR Taes & MRl & STIEN S i Tl § iy &1 2 @) Hl T
IR A1 H AR A U T H W T S S G SR F SIS W ST it 2 | e I i @
Tl | S o 1T ISTET R T T TR Fl G woo ER1 | T8 ST & @R Ahd d9R FIF! ENT & G 31 Thd
% T T9: T Gl Bl &l Bil & | 2l S AR @R % o see’ | "qRumef @) &) €571 1 e i 2 |

TR % STAR IRUTTHT T 1 S @l Ft il I fenfR 21 B, <X g firg foran <6t e aRomet @
ARANGE & Bl H HIHE AR |

a1 H T 9T S ok G et 9 qROTH &R GAE 3d € IR e g foont % 98 @R aei | &

g1 &id & fohelt amedl WA H FEf 3TN 9 T 21 & | SEH €1 N1 S S g9 AW | Farn % afg fee o

AN N

T 9 1 fezmeti § @k Star 9 &, a1 ¥ IR @R 3w &1 §ahd &, T THE % U 5N I8 a1d (96 31 | i
1 I ¥ 6 TERR STl & [T T SR a1 ST g ST &5t &ldl 8, FoTae ot St disdn 9+ % i fawm
Tt G 2 TR &Y 3 & 3 B

qROTHI TR s il T el AT Ik AT Tl 50 ¥l Il &id &, W 3 0 el &1 & %I o
Il H &1 9T Bld & | G T SR & <1 S dl, 39 TRUMTH @1 1 @) & da1e - fSa1g W 9gd 9 9ed1 8 | 3fa:
7 9gd Hecd T £

HaTg % IR TE el 1 3@ % a1g o1 &H 4d & 3, 74 Raren & fafirel ol | darg &1 Jar1 il g,
TR 91 o e ST T T STcae &9 & ST Fid
TEH T2 T8 ST STa39F & H REeT adhii® 8 |

=g Al TN A @ fOgd, FifrE, goagliem, 1 fefves Rioea g g fomior a1 @<= 3 | 61 ST

NN o0 =~ DA D

fafire e 1t w1 RETE FA § R ST 8, S9 wI9or, 79, 91 @90, 31 efe s (Sound Effect) |
o RIS i o 31 I TR TR Rl o fefiess Reffen 2 | 37 & ot aw fefvies e
g At i | wd E
wufict % e et & i ue ¥, S ok 76 & S g E aY e SR FXd &, Bt ff T il Refen
% & G SR 3 o i ik 3§ o FermfosRad & i €1 &
1. %W(Composmg)
2. 3 (Lyrics)

3. ®4H (Arrangement)
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4, W(Record'mg/Dubbing)
5. & fHsoT (Mixing)
6. A dJSA (Mastering)
T 2l T RA AT 1 HH TS Tl 8, Tl Tl g TE o STl 8 3T IGh ST&Y 1t el Sl &,
TE FAHR I ST e ST SR T FofR X 2|

N DN

TEW 24 [IRTe Tl i i AR @ T 8 ¢

gA [ (Composing)- T8, T S 21 & Feadl &, e o1l & 'Sl O o Tl 8, O Siiaehr a6 T8

FAT | T8 G & fire Seehi S, A, T, &4, TieTed, SO, TTaRliodl, Gaemaiiodl, i Sigh T Ao
T 1 T8 9 e FAT 2 |

TOQ € TIE & i 3 T Sl 1 AT GelTe At HEwIqul &, ST T8 Fha qUTd: SeTeicHh S STqe e
T ENT il TF 2151 Y il Gote &1 G B | hie &l Y % for o e /SRRt 1 99 FT =T 26 o
F % o ot o fafTe e % @y ok R T o ST % e i a3 SR 8, Il 99 A &
QUICHT =T T2 8 TIeTT | FEt 0T & {6 i FEIeR, 19 3T % SIg&Y &l T /IR F1 =4 Fdl &, i
T & 2R @ o § T i S i 21|

I, RS fhew H @i 39 ane g1 it R sifrmar ThiR Wi & T T g T E, g
"IN & F foes” 36 I A1 R ST & & T 8, S9! 98 HRT & ST € o, fhew 3t aegiata & SgEr gel
TR A STETS 1 STazgehdl S S RN 1 3 AT S a9 o1
T TR A T T Ga1E 1 AT H9 &1 & 39 I SR QU ST & TRl 8, S S I § JEel W
T WiE & T I € S HE T qe S 8 W S g0 Uie H (e TR 36 ST | et &l A &) e
F1 Tl g8 el % SFTAR TE WA Head ek AT &, T a1l & ATt § SEIed FT agd Qs e g |

M (Lyrics)- 78 FH@ Tk F0 Id®R FLAT €, S o0 70 g4 a1 Retfel STIgaR Fearea die %1 T91 F#La1 8| T
=31 INAER T2 & S G F WIEER 2ea] F T FAT 8, A F AJAR AT i R I i 7 §
e TR

T&l R A I Fea] H WO ST T IFcdd Aa2a £ |

T IR S19E, ST & STER," g fhel it 3T &1 92 & 3R 3Tiq SEah! 9Ra & | o7 v ax et
% e F oW % Jid FHNG ol &1 S &, W IW Ak & AN g &1, AN T G Q1Y fhelel T e T,
[N N N D

feraiRa a1 2 | 21d: 3 it 1 STifs TN FeATcHE 2o @ HdTg icid Heequl &1 AT 2 |

IR % forg, 2ioig g fosRad i, a1t RARm % 4 R @R a9 % SIER S 1cie diol g
I FRIG A T E TR 56 G a9 g F HIEIS (FAT0T FLA 1 e S a1 B |
Arrangement (SEISH)- HTg &1 GRYET 310 3119 § Sgd faegd &, 319 3e et ¥ w1 i Ahesell 1 T HEqul
I B S Tl R =l % o oned H SE e, 1dTd GaTE S | T dl I6F Wiias e % 98 9gd &g
% I F & | 3 TR Hass Gl & 78 wig Sied & e wegel | dae send® 8| Reafen awas
INEHE Tl TS A o F:X Al Ga1e 1 ITEIT T HE Fhaell & T8 ST T 3Tcdid AEeah & |

INSTHE 1 Ml I B ATHISH, e, GaisH, STid faft dei 1 Gure &9 d Gu1iosd HO- H1 Jian | @i
qa_nﬁaﬁ e S EF[E{@@ C %l

T H €IS ST SN 0 I ST STl 5 ¥ &8 G oell & 98 6 SNTHE T [EET & | 3T s SN SR ST
3 ) 2reg T & €9 H TEE R A 2| 30 @1 2 w1 Reeid O 8 8, W e A 8| iR S @i live
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instruments ¥ @ FIR FXT &, TR 61 F1 X H 39 FEH EM (synthetic sound) R FAT |
T T B T, SRS FX H1 0 a2 |

INHE Rt ¥t T 1 g 99 % 91E 9dT & W] 98 G T8 T 8 | TG I Tl Gkl SRSHE Tl STl & &7
T % fom Rt ¥t 3T 3 T I TS INSHE ENT &l &l & | ISTET0l 3 5 -t iR o & 997 914 it Freetd
T T T AT gl & 3T o Ted B el § |

wefifer 2fd | v or=s eReHe ¥ fo frafosRaa ard stazas awEh ST 21

o T AE & FIA Tl GO

o fAf 9#R % il Fi A&l w1 FW

o YF H G I TG/ SN A Hl G0

o A/ % IFER AT H1 99

o IR T AMIREH THT i S H TE g ATTH F14 HT

o TR IR NN 1 ST W

o Tt ¥ WIS T 1 (TR ST qreaned )

T ST T 1 S Tl AT T SN o Sfat &l &, g T @ i ST T 36 iR | 1, IEH
RG] e ERT |

DD N

INTHE 1 AT e T HH g2 TER! Tal ST Al 72l ST ST Tl T ATed Sl & &Fd 8§ OF 739 4§
T 779 8 T4 & {50 qu IR 239 1 UTEles S & fose & 1 ot e St o, 98 | i #1 [ &
T O AT AT B |

2234 % TG UTE G1d Tiid % Z[& &l % 18 37 A9 Fi @ T F 2Tl 72l i, T FH 6 F2S 9
T S IR G gz T deie o & g fafm w1 §, fafom Se | e ardi % argewi @1 o feet
il % HEe W IR, S TS T H EEeT H T ST 31 A & T g % G d i o

T Gu, T % qTe! Giiid @ spifed deliasil 1 SR 3T § Gaiei | & | ST Il |, g, e,
TS T TEWT & &1 741 | FIzl | STeaTe FAhR T8i @ A1 TS a1l 1 R H ST 11T 3 Il ST 36
A T T R e S id | AT avg & S 1id 1 329 ga|

ITg, SR g6 & 1319, T 99 g1 fsfad 96, "Behind The Curtains” H, WA % Ufeg 3RSR 3R
ISTHE & T gl 1 foeaR § SRR R T g |
TaTe & FEET W SNTHE H TG &1 JTeS Tl 1 FI1 TR BT &, 36 g1 i S1cd STa 8| 3 %l 26 TR
&:-

o T H YEHR (oM, IS id, TS, FTo)

e low 3 high frequency % HS FA TS Tr( RIaR % | Hom)

o U TRI OF G ST A H ! HO-Eea O G I SRS X 41 9 2 |

o A F YA ¥ TER TR [TF I8 TR TS TR T H SN R TR B O <191 &1 fres ot g =it
e G ST

TH TN &H FE FE Thd & 1 T il SN HT FHIH INTHE FAT & A" & GH H @ = & fosa fewm e

SN Fd & T8 BT 3N FIE BNl &, Sith INSTHE FT T HEaqul 377 2 | F&i T T8 ST S+l 95 e & i gell
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AN EHITESE ol | 3] 8, B O @19 3 91 IEY AMh @ I ST, F1 I 8, 3 O @ I % S4E o
I £ STFET FER T TR A SR e FESTdl & | T8 il bR SN & IuiT lan 2 |

I & o, "Rl i gegEel 9 & PR 39 T | 98 W T F e F SER gead & $21 SR |
oG, T 3T AT H G 9gd &l Gl &9 | Frn g

SAwHE (Recording / Dubbing)- SHH! HHE € Tac HIEHIhIA &1 HEIUIC! & ST Ae2d & |

HIEHIRIF- T€ T U1 JUHLTT & Tl il aiaTl 1 R Tt B TRE 1 G Siifeal 1 el & o, T1e & Ieeye
AN R, o N QA A

| Repten & fo e o <iffedl Setha a1 elie &1 Rawiss AoTd1 8, 571 96 a19d A il § 96a a1 & | Ratfen
Tehelleh H TTEhIR & TRR ST Il STHT STTER ST 6T STl & | S8 J1 26 ThR &

BEA g Fﬁ'ﬂT(Freq Range) ﬁﬁaﬂfﬂm(Sensitivity TERT

AT (Dynamic) | 50-15000 hz -54dB R SR, a1, A @ §
STERT

#FEH(Condenser) | 20-20000hz -29dB HeRAR T AR GeHTH TR
Tl At & fo

@[ (Ribbon) 20-17000hz -39 to -56dB NfeTRA AT & fo5T

N D N b

€ THI 3 forfet SRR % AT H HIH FXd & S A 6 T el 2, ool o1ae om=e sgai i [Tt
F FER T H Hag L & | Repwhent i Ui AEHRE R IeE! RRiva W AR @ 21 aififes |t
TS e @ Ja, T % e STH ST &1 a1 el il T Ul Ok 309 T15F g & §9d § |

TRt TR AT & T @il waferdl s Geut Rid STl S g &1, dl T %l Herercisha § 9hg i ST &bl
21 e fosw @&l iR 1 ST STaRaE &l ST 8 |

R 251 Suh Tt o A1 SEh el 31 30 &, T Al 3ifer = H e @l Sqo I fsr =& fhan s
A I A G TR 1 ST I T R ST S ST B | T T8 SRS ) Al RS o dged T
F1 R SRR ST 1T k] & 3T Il STTaa &; S & AT 2 |
aﬁﬁm@ﬁw(Mixing-Mastering)—mwﬁmﬁﬁwmmﬁ?{@%m@ﬂwﬁﬁﬂé
AT T ST ATa2GF E11 &, T TR IR § AT1-310 39 Tl OF SR A1 A e e, 3% e |
GHRENT T ST 6 ST 2 | R i avE i Sl S I 61 W 3T AR g 1 @hd &, 3 39 T
¥ ik e ST B | FeiT 56 HeTEice s ST ST & A1 SGeh! dileidl 1 Safid e S & | 919: &6 Ged & &l 7T
H U1 & FTe it Sl T Hag O & T 371 T & U1 Sl 1 Sil Sfodh X AT IS ST T J 9 @
E @ Tl E1dT 8 | ST i Tl Gl (5 o A 1 W@ 8 3T R SWE STl T19el il & SR I femir
Wwwﬁwnwmalmemﬂéwwﬁam|%ﬁmﬁma
IFedd ITETIE & F Tl TR il AT R I el ST EHR G T 7T AR UG €A1 < i &6 98
el T8 T Gierifsd €9 8 g 2|

R H s fhe T 3 1 I oifam &9 # daiiia Rean s 8, @y & I8 IR qRshd f St 8, af a2
G | Tfrs TR SN o 210 @ oreEl &l it o are i g &n giefia #a € % e @t TR %
TR T T I A SIF 81| 3T I T 07 TR HS Gt = &1 af Sl S GA: A1 Fal 968 61|
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T % G Fd T TA1E 1 IR T FExaqul &, I T 1 Hd {S0Te ST, Tt ari i aeeqL aftgsr,
Vocals (3T /TTIHT) Tl AT % T SHHT GRS T & ATIR R &l 61 A1 a1 98 Gififas 2f | T oK
A & £ |

IR HYUT =R & T %I A ST Fi § ST T 8 | \ieh 9 & $H S S a9 @, o gl #@
R W ST T SR @I A i It W g8l THdcl @ a1 Sl 8| ST &H GiRTiTceR e, 31 g i Fedel
T &, 1 A £ g6 W T % a1 ST &1 8 | S H1 SUERT A & HitdSh S id a9 ST
F B B HRUT IEH Ffose LAl 1 G & A & 2 |

ddfesd At & I % 7 FT G T T B TErahN) (g S 2| O S A1 sieggu #i &1, ad 56 86 § gu
T fIeRTa 1 I § T U BIE T BT SIS W Tl FAIHI il (= H T I FA1 8| 341 o
ATTEUT Tl T IT5F! FAIHI Fl GHA ST B AR T S SFATE=IF &l ST & | 39 Uihan § qinfed
& T T2 W IR TR e gkl % Tqfesd &1 Fi ST F Heequl &, faw s, siwe, b, it e
T TR AT 8 | 57 Tl R S T ST deTd T AR E1 1S, THT aTe 311 8, ad a8 Tl TR
@ SIS A A & S A & 1 gzt i 2|

it

HEEITS, I, ( 13/ 0k /R0RR) HEIHN.

Fe, AR (29/0% /0RR) HIEER.

TR, 79, AR, $UR, 3R, G8-9iid fFda (e RE), QETchR, famis R4/ 0§ /03

e, Gg.(Rer2) T 1 @ &n () Hiures: dge ufsiii aea.

Carter Nicolas.(2016).Music Theory: From Beginner to Expert.. Scotts Valley: Createspcae Independent
Publishing Platform.
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Abstract- Today, there are various musical forms popularly sung in Indian Classical Music. Khayal
is one of the important musical forms in modern period. There are various lineages following specific
styles of singing the Khayal, known as Gharana. Gwalior Gharana is the earliest among them. In
addition to Khayal, many other musical forms are the specialty of this Gharana. Tarana, Trivat,
Chatarang are few of them. These forms are rarely sung today. Artists of this Gharana forte these
types for their proficient performance.

Compositional structure of these forms is distinct. Their style of singing changes according
to the Bandish. There is a beautiful relation between the composition and elaboration of these forms,
they suit each other. There seems a consonance between them. This research paper is a study of
these forms and their suitable style of singing. There is an attempt to find their use and benefits in
Riyaz as well. Instead of finding roots of these forms into the history, this research paper focuses on
their presentation style prevailing current times.

Keywords: Benefits in Riyaz, Chatarang, Gayaki, Tarana, Trivat.

About Tarana — Trivat — Chatarang- Tarana — Trivat — Chatarang are Hindustani Classical music
forms. They are vocal genres of Raagdari Sangeet. Needless to say, they are composed in various
Raag and Taal. As Raag and Taal are concerned, Swar and Laya are their two primal elements. Raag
itself is a composition of Swar involved in Laya. Tarana — Trivat — Chatarang are composed in any
single Raag and any single Taal. Trivat and Chatarang are composed in Madhya and Drut Laya. In
the same way, Tarana is basically a form sung in Madhya, Drut and Ati Drut Laya but a type of
Tarana known as Khayalnuma Tarana is also sung in Vilambit Laya.

The average presentation time of Tarana (except Khayalnuma Tarana) — Trivat — Chatarang generally
lies between five to fifteen minutes. They have a small space to elaborate as compared to Khayal or
Dhrupad. Hence there is always a challenge to an artist to make his performance attractive and
noteworthy comprising various facets of his artistry into these forms. These forms are crisp and
suitable for brief presentation of Raag. For all these reasons, in overall performance of an artist,
position to sing these three types comes much later, after singing Bada Khayal and Chhota Khayal.
Most of the times, Tarana is sung in Ati Drut Laya at the end of the performance. As said earlier,
these types are specially sung in Gwalior Gharana. Nowadays, Chatarang and Trivat are rarely sung
as compared to Tarana.

1.  Tarana: Tarana is a musical composition of vocables devised within the frame of Raag and
Taal. These vocables have multiple origins. For example, there are ‘Paat Akshar’ or language
of various musical instruments like Been and Pakhavaj. Some vocables are also inherited form
the ‘Nom-Tom Kriya’ of Dhrupad. Hence, the text of Tarana is not like a poem but the
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collection of these vocables forms a line. Some of the vocables used in Tarana are Ta, Na,
Nom, Tom, DeReNa, Da, Ni, UDaNi, Dir, Yalali, Yalom, Dre, TaDaRe etc.

Like Khayal, Tarana has two parts in its lyrics, Asthai and Antara. Asthai mostly
composed in Poorvang and Antara in Uttarang give an all — inclusive visualization of Raag to
it. Most of the times, Taal used for the composition of Tarana are Teentaal, Ektaal, Zaptaal.
Other Taal like Savari, Rudrataal, Ada Chautal etc. are also used but not often.

Consonance between Bandish and Gayaki of Tarana:

To understand this consonance the Gayaki of Tarana is analysed according to following
properties.

I. Vistar: Vistar is nothing but the elaboration of Tarana. There can be two approaches to
start the presentation of Tarana. First is to sing Tarana separately in overall performance,
another is to sing Tarana after any musical form like Khayal. If Tarana is sung
individually then there will be introductory Aalap sung at the beginning of Tarana. These
introductory Aalap will be in the same Raag in which Tarana is composed. They are not
sung using Aakar as Aakar is not suitable to the text of the Tarana. Hence, they are sung
using Nom-Tom at the beginning. Secondly, when the Tarana is sung after Khayal, there
is no need to sing introductory Aalap. In this case, Tarana is sung in the same Raag in
which the Khayal is sung already. Hence, presentation of Tarana Bandish starts directly.
Going further, there are following methods to elaborate the Tarana.

a. Using Nom-Tom —This is the typical method in which vocables of the
Bandish are the medium of elaboration. Using fast pace, melodic patterns of
vocables and Nom-Tom are sung such as ‘TaNaNaNa, UDaTaNa,
NiTaTaNa, TaNaTom’, ‘DirDirTom-DirDirTom’ etc.

b. Using Taan: Taan is an Aalap in Drut Laya. As Tarana is a Drut Laya form,
Taan is suitable to sing in elaboration of Tarana. Various types of Taan can
be used in this method. A signature Taan of Gwalior Gharana is Saral Taan.
In this Taan, simplified form of Aarohi and Avarohi sequence of Raag-Swar
is used. This Taan is sung mostly in Aakar. E.g., In Raag Gaud Sarang, Saral
Taan will be like: p*pdnsundpmgrs|

ii. Layakari: Layakari is the main tool to improvise the Tarana. Layakari goes with Nom-
Tom as well as Taan. Layakari is an ornamentation given to both Vistar methods.
Vocables of Tarana have more usability regarding Laya. Each vocable of Tarana can be
used to show stresses on Laya and its sub-divisions; also known as Kaat — Tarash. Hence,
vocables of Tarana accentuate rhythmic patterns. This property is known as Layakari.
Various types of Layakari are also used like Dugun, Tigun, Chaugun, Aad etc. These
are nothing but distinct multiples of the original Laya.

Use of Tihai is also an attractive feature of Layakari. Tihai is a rendition of same
melodic phrase sung thrice. When Layakari method is ornamented, it is woven into Tihai
at the end of an Aavartan to achieve the Sam. This gives extemporal and beautiful effect
in the overall presentation. This skill is often heard in the Tarana presentations of
Gwalior Gharana artists.

iii. Raag — Bhav: From many examples, it is observed that the Bandish of Tarana and its
Gayaki suit Raag-Bhav. If it is Miya Malhar Tarana then its Gayaki will have more
heavy ornamentations like Gamak. If it is Todi Tarana, then it will inherit compassionate
sentiment. If it is Hameer Tarana, it will give more joyful and victorious experience.
Though this depends on that artist and listener, following example from an internet
source will give more idea in which, Pt. Vidyadhar Vyas has sung Raag Miya Malhar
Tarana, the traditional composition ‘Udatana Nananana Derena’. He has sung this
Tarana in Ati Drut Laya, with many rigorous Gamak.
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2. Khayalnuma Tarana: As the name suggests it is regarding Khayal as well as Tarana. When
the Tarana is sung like a Bada Khayal in Vilambit or Madhya Laya, it is called as Khayalnuma
Tarana. This form is just like Khayal but verses of Khayal are made up of Kavit; the
meaningful poem. In Khayalnuma Tarana, these verses are made up of Tarana vocables.
Following internet source will give one of the best examples of Khayalnuma Tarana sung by
Vidushi Veena Sahasrabuddhe in Raag Ramdasi Malhar with the composition ‘Ta Dereya’.
Consonance between Bandish and Gayaki of Khayalnuma Tarana:

i.  Vistar: Each vocable of Khayalnuma Tarana is treated just same as the word in the verse
of Khayal. The overall presentation remains the same as Khayal. At the beginning,
introductory Aalap of Raag are sung. Presentation of Asthai — Antara, Aalap — Bol
Aalap, Taan and every facet of Khayal Gayaki remains same in Khayalnuma Tarana.
But, while singing introductory Aalap and Bol Aalap, vocables of Tarana and Nom-Tom
are used. This is an apparent distinction in the presentation of Khayalnuma Tarana and
Bada Khayal.

ii. Layakari: This musical form doesn’t depend on only Layakari for elaboration. Like
Khayal, Aalap — Bol Aalap, Taan and other facets also have equal importance in this
from.

iii. Raageeyat: The Raageeyat is a way to execute the Raag. Raageeyat is a definition of
Raag, method to sing a Raag and all that is to be concerned with the Raag. This form is
intended for Raageeyat and establishment of Raag. As compared to the Tarana of
Madhya, Drut and Ati Drut Laya, Khayalnuma Tarana has more space to concentrate on
Raageeyat. Its presentation time can be more than half hour which is apparently more
than other three forms; Drut-Tarana, Chatarang and Trivat.

3. Trivat and Chatarang: Trivat and Chatarang are those musical forms which are sung rarely
nowadays. The word Trivat itself has the meaning. ‘Tri’ is a Sanskrit prefix which means
Three. Likewise, the text of Trivat is made up of three special fragments. The first fragment is
Kavit, which is a meaningful verse in North Indian languages like Braj, Bhojpuri, Hindi etc.
The second fragment is vocables of Tarana which is explained earlier. The Third fragment is
vocables from the language of Pakhavaj. Pakhavaj is an Avanaddha Vadya in Hindustani
Classical Music, which produces its own vocables on playing. E.g. KitDha, TaKdanDha,
DhaKit-DhumKit, GaDiGaNaDhetta etc.

The word Chatarang also has its meaning. The ‘Chat’ word is inherited form Sanskrit prefix
‘Chau’ meaning four. Here Rang means types. Hence the text of Chatarang is made up of four
fragments. Three of these are exactly the same like Trivat and additional forth part is ‘Sargam’.
The Sargam part contains beautiful arrangement of Swar of the Raag, in which Chatarang is
composed.

Like Tarana, Trivat-Chatarang also have two parts, Asthai and Antara. It is found that, Trivat-
Chatarang form is composed mostly in Teentaal. There is an example of scholarly presentation
of Chatarang available on internet source. It is sung by Vidushi Meeta Pandit at Saptak festival.
The composition is in Raag Desh, ‘Chatrang Ko Gaave Rasa Rangat So’.

Consonance between Bandish and Gayaki of Trivat-Chatarang- To understand this

consonance, the Gayaki of Trivat-Chatarang is analysed according to following properties.

I. Vistar: Like Chhota Khayal, Chatarang-Trivat can be sung in Madhya-Laya as they
contain verses (Kavit) similar to Chhota Khayal. Whereas, other three parts are also
suitable to elaborate in Drut Laya. Hence Chatarang-Trivat are suitable to sing in
Madhya Laya as well as Drut Laya.

After introductory Aalap, the Bandish of Chatarang-Trivat is presented. On the
next step, elaboration of Chatarang-Trivat changes line-wise. Elaboration of Kavit is
sung using Bol-Aalap. Expansion of Tarana part is carried out the same way like Tarana.
The same elaboration process is also implemented with the help of Pakhavaj Bol. The
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additional forth part of Chatarang is Sargam. Expansion of Sargam is sung using various
Swar Sangati of that Raag. For all four parts, Layakari and use of Tihai play a key role.

ii. One by one sequence: These distinct types of elaborations are not sung at the same time.

After introducing each line, respective elaboration is done.

Benefits in Riyaz-

1.

2.

3.

Vocables of Tarana are useful to practice the clear diction of the words. They are also sung in
Drut Laya. Hence, Drut Laya of Tarana should be enough to enhance the beauty of the form
but at the same time, it should not go beyond the limit that vocables of Tarana are vaguely
sung.

For Trivat and Chatrang, there are many fragments in one form. Hence it is useful in Riyaz to
use Kavit, vocables of Tarana, vocables of Pakhavaj and Sargam in single composition.

All these forms are useful to master the Layakari.

Conclusions-

1.

Like Khayal, Gayaki of Tarana is not expected with Aakar. Aakar is not used for Aalap in
Tarana. Instead, Bol Aalap are used in a special way. This special way is nothing but the use
of Tarana vocables.

Vocables of Tarana are also the medium for Layakari. Hence, Tarana is useful to show skills
of Layakari. Instead of slow pace Aalap, Gayaki of Tarana is more intensified in Drut and ati
Drut Laya.

Therefore, vocables — Bol Aalap/Taan — Layakari is the key to elaborate the Tarana. They go
hand in hand to make a unique style of singing ‘Tarana’. Raag — Bhav also reflects in this
process. All these aspects are closely associated and hence there seems a beautiful consonance
between them.

Trivat and Chatarang have many facets regarding elaborations like Bol-Aalap, Sargam,
Layakari etc. Its Gayaki seems logical in all fragments which forms a beautiful consonance.
Though they are rarely sung today, they are useful for new students for their Riyaz purpose.
Purity of Raag: This is the primal feature maintained throughout the presentations of all three
forms. These are Raagdari forms, hence the purity of Raag is maintained. Even a small change
of Swar or Raag phrase is avoided to preserve the purity of Raag, in which these forms are
composed. Improvisation of every fragment is also done within the frame of Raag.
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ABSTRACT-- Arudi is a Tami/ word used in Bharatanazyam which means ‘boundary’ or ‘limit’ ",
Arudi also derives its meaning from word ardha or ‘half’, as arudi usually lasts for half avartanam,
and hence the name, says mydanga vidvan Nalledathu Narayanaswamy*. Arudi is generally a vocal
pause time completed through mydanga beats after the end of a compositional form like a korvai or
a jati in a Bharatanaryam repertoire item like a tillana, varnam, kriti and so on. Since it typically
comprises of a mydanga tzrmanam pattern, it is treated as a nrtta space. Generally, a ttrmanam
adavu is danced for an arudi. An example of a simple arudi in adi tala would be as follows.

ta ka

dhi mi

ta ka

jha pu

ta ka

dhi mi

ta ka

jhanu

didi tai

ta didi

tai ta

didi tai

Arudi facilitates as an ease time for a dancer, for example after a long trikala jati, it gives
some breathing time before proceeding further in the composition. However, if the arudi is not
choreographed in a creative manner, it might appear boring to the audience because of its repetitive
occurrence. In contrary, if arudi is used to communicate or convey the essence of the composition,
it becomes a beautifying factor of a choreography. This paper is an attempt to explore such various
possibilities of communication through arudis in a Bharatanagyam repertoire.

KEYWORDS- Arudi, Bharatanaryam, Repertoire, Communication, Choreography

In a padavarram, dance recitation begins with a trikala jati, after which there is an arudi
and then the recital slowly slips into the sahitya abhinaya. Here the dancer is still about to express
the emotions in the lyrics and hence the nytta may not seem to disturb the flow of the composition.
But after the abhinaya followed by the tasfimerzu of pallavi, another jati is performed which makes
the nytta alternate between abhinaya in a varpam?®. This switch between jati and abhinaya in varzam
was originally introduced to break the monotony of the abhinaya according to scholars.
Traditionally after a jati, vocal rendition of the sahitya starts during an arudi until which the dancer
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continues nrtta. At this point, when the vocalist is singing the sahitya of the composition, not holding
on to the sthayi bhava during arudi makes it look like a disconnected repetitive gap. Here if the
choreography includes the arudi as a continuation to communicate the sthayi bhava, that disconnect
or abruptness in between the sahitya can be avoided. Some of the traditional choreographies do
symbolize such smooth transition from nrtta to abhinaya. For example, in Mylapore Guari Ammal’s
chorography for sankarabharara padavarpam - manavi, a virahotkansita nayika is portrayed
beautifully in the arudi by simply using catura hasta which conveys nayika’s “request”. Its arudi is
as given below (in adi tala - vilamba kala)

taka taka taka taka taka taka taka taka
dhimi jhanu dhimi jhanu dhimi jhanu dhimi jhanu
- tai_tai_ | diditai tai ta - - - -
ta didi didi tai

If not handled carefully, a dancer can easily miss this subtleness with continued emphasis on nrtta.
However, just as a complex nrtta to an arudi is unsuitable at places where emotions are subtle in a
composition, very complex abhinaya too is unsuitable due to obvious time constraints. Hence, saying
more through less is the key to handle such situations. Above said arudi in manavi varzam just does
that.

Another example of an arudi is as given below, in carukesi varram (in vilamba kala).

takadhi | takajha |takadhi |takajha |takadhi |takajha |takadhi |taka jha

mi nu mi nu mi nu mi nu

ta ka ta ka didi di tai di di di tai ta_ _dita

dhi mi jhanu tam _ tam _ _dita
tai di tai di dita

The foot work goes with kagradavu with arms stretched to use pasa hasta above the head for the
given sollukazru. Here instead of taking ‘yathohasta tathodrsthis’ the same adavu can be used to
portray a virahotkanyita nayika through mere facial expressions holding on to the sthayi bhava of the
composition, which is an effective way of using arudi as the communication space.

In a typical choreography pattern of varpzam, only two patterns of arudis are used. One for
the first half of the varnram* and other for the second half°. In second half of the varram, some
schools of Bharatanazyam perform arudi for both carana svara and carana sahitya after the
taztimerzu, while in some schools arudi is performed only after carara svara®. So, both after carana
svara and carapa sahitya same arudi is done. Arudi for carara svaras performed is more apt to be
pure nrtta and need not be emotive all the time. But if we could differ from this pattern and do a two
different arudis for carapa svara and carapa sahitya, then that arudi for carara sahitya can be done
with subtle abhinaya involved in it, which would suite the sahitya. It can hence complement the
composition and avoid the repetition also. Though arudi for a dancer facilitates as a breathing time,
it can be best used to establish the continuity of sthayi bhava wherever required, by exploring such
new patterns of choreography.
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Another composition in the Bharatanazyam repertoire that includes arudi is a tillaha. Tillanas are
very joyful and lively compositions of a Bharatanazryam recital". Tillana choreography usually
contains beautiful jati and korvai patterns. Here the arudi emphasizes more on the beauty of nytta.
But certainly, even in a tillana the essence of a composition can be highlighted though appropriate
hand gestures along with the set footwork patterns. For example, in des tillana, a composition of
Vidvan Debur Srivatsa, the sahitya is as given below-

Nageya kalakaladolu raga hariye
Jagada nuzpurava olisi taniside
Madhura dhvanigalu bhavadi padive

ide desa raga bhava sammelana

The lines mean about how the entire world is mesmerized by the music and dance. The above
composition has the arudi as follows:

ta ka dhi mi ta ka jhanu ta ka dhi mi ta ka jhanu
ta ka dhi mi ta ka diditai | Tajjam | didi tai didi | tai ta

ta ka dhi mi ta ka jha nu ta ka dhi mi ta ka jha nu
jjamta | jjam _ diditai |diditai |diditai | Tajjam | tajjam tajjam

Just as too energetic and joyfully done arudis wouldn’t suit the nayika in both the varzams discussed
earlier in this paper, merely doing footwork or by holding a pasa or catura hasta like a virahotkanrita
nayika would be inappropriate to this tillana composition. Arudi here needs to be suggestive, to
highlight the essence of the composition. Researcher has attempted one such arudi to denote a stage
performance here in the composition where a vocalist sings for a dancer and the musicians play
instruments like the mydanga, naffuvanga tala and a flute, while the dancer takes a beautiful pose
after her performance. This arudi beautifully gives the gist of the composition.

CONCLUSION

It is important to always remember Abhinavagupta’s deliberation on rasavighna or the seven
obstacles to an aesthetic experience’. One of them is, inadequate emphasis on sthayi bhava.
Choreographer’s lack of focus on the core intention of the song would result in such rasavighna.
Arudi provides a possibility to communicate the sthayi bhava in a composition and helps keep away
from that rasavighna. The goal of every dance presentation is to cater rasa to the audience. So, a
dancer must make sure that any of the obstacles towards the aesthetic experience are to be taken care
of. Disruptions in between the angikabhinaya, breaks the flow of emotions leading to inadequacy in
the emphasis on the sthayi bhava. The pause of an arudi is momentary and not the end of
composition. Such pause shouldn’t be mistaken to be the pause of the arngika or flow of sthayi bhava.
The breathing space can be for the limbs but the emotional connect of the composition can be
maintained through the mukhaja abhinaya or facial expressions, through appropriate choreography.
It helps to connect to the next portion of the composition, so that there is no obstacle towards
experience of the sentiment among audience. It is important from an audience perspective there
shouldn’t be seeming break of thought flow. Arudi can be wonderful connecting chain to keep the
flow of the expressions intact and hence can facilitate in establishing the sthayi bhava well which in
turn will lead to rasa experience.
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fersaTeHeRd BRd T SR TES “Eis SRRl TN, Td Sicsd Heb o S0 AT,

Ui (TFRTHETG) Fearalithd (ideology) Fd= T (FiTHAE) SaaTd GEvTd 3 STgvatas
FAE el THNA! AT FAEA SAhH e Eid. el &1 Al HedwTgsl TR  HHl Qe T6d. A1
WA AT FHede SRR T Tdsl Wafeed Fmio Fdl. 1 Wi Sae! Sl ThiR Eldid deal 1l
QERER, el dd 9 FS=a1 SRS Tl &ld. Giai= Hel Se0l TR THIIEGT, GaaTidd, Sased,
afvrsa, e & 7 o S0 ST & id Fesesl B SB] ElaTd HiTic® Shedi=T a1 Seuial e HEd S awe
FeEAT! TR A AT Tk Eid 316 all TR 3 &9 A1 Tehi+l [6g &ld. T id Fohd AT TUIe &, 71 Sl
TR 1 T AT icdge @ a3dl. d0 [eadics o9 g™ 3i% gl @9l Siiesd ues, ®UH
G Ghcaminsd R, &9 & GE UH Ad {1, ASHN, THIIEEAT, S, 1 3] | Sheae arsawmd ad
LEdrd.

FIAE Fod TF Zh 209 AT 6. WA § @iid FO0T The Fd. 79T o6d 9wt
I, SET, AElegET Il I, TEd< TaIes &9 IREe Iqe I T6d. WaTde! SIEgh
I | AR e TG ST de&l dl Wi IRl HIHHIGH TR Bl Tt el SR ATge e
vk AR &lU1 ATTEIF I d8 O FSThdl Higd Hheqdel T Id. Tied & TP T AR
aa—«naﬂ% Wweﬁ?ﬁaﬁwaﬁam R, - %aqu@-ﬁaﬂ,alﬁm-wﬁﬁmﬁﬁﬁm

Wﬁawawmm@ﬂﬁwwﬁwwmﬁam
FTedl J HYdl. ST JTURIReR Sl SATST AT STTHT T, STl THTEHN QER &9 BUS T S91d Sid
I T FSIHI AT T ST RN &9 Sl 3 AT ZZI ST S, it HeheqaiaT frdd IRam Foangdt

T - TR M. TG S WA= ARSI [GHdl. WEaige, 2izigH, W 9 SI-avd i
qUT THRTGIATER, =1 ol .

TEAGE - T TEUR HH FLTET AR CRE
i - T WU TR 3d FYSST |
g - T TS FSRAT, TRUTAEN SRR 2.
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AR - T FEUTS HITRIT FHT T ThTees! SRl SuT feifeer STy, €1 ook e Tt wramden ferueit
QUT HAT TRTHAT ST T - T 31 FeATaRIe! SRa] “HERE” derdrd.
Bell T &R ITEII=AT 7l 1A TR 3 TaF SHA . FET AR SUTR F AN FUT H . R0l
TISIST SRR U G&F dcd 1 HTSHHT SRATEU STaRdH ST,
FTATEES ! WRAT AT THICHSH, qTFH H1TH
;- - 21Tk ST S A B9, Al Fedel Fe SIS el ST,
TEGA A TR A6 ! T8 S S8R i, it Hewia (Tar= e oiEh) - 16 651 aTR
h:- T 3 T | TCATCHT T g ST,
FAREHE: - TN, NS & &9, AT AN At
qﬁ:ﬂ?ﬁ:—w
SRR 20 :- R IUHERT ¢ I
FfAd - TG, &4, T73T A0t
TG - SIS, TEIAT, I - Fidd=t ARH
T - ARa, FalTH AT
AT, :- TS Tk e - ©R
RGN - SIHIAS IO / ST (Fie Hefiar)
AT - [SRTATgATE SRR ST T e/ T ST SR SR 9 31 SERT W e 8.
QI U1 :- gEATdics LI Wiid, o I @ SR Wig Fi=n |91 211 deal T8 WU 9e &l
OTHIS Fld 2T~ ST IR ST o, FopTniRe] &R 212 | Rerclt 1 O a1el, Gi Fad Wak |
T ¢ T -
2) TR W4 - ST - HEgH 3id:FOMA S FAAITHR SRR §91d [T STEard AT e 31ad Jieg Ted gl

LN

T ATl T TEATd. Hew I 31 Wil [Hobie F&e Uaid. & 22 18 WE Ied. Ud, &, 2, I,
R) oI - I FAUIR FE WG - FRUMTE LR HIG IS Feed STRATE AR SddTd R 3G

) TS :- AT T AT Iq Sl - T3 - AT T M, FoIs - FROTarat

) IETH ;- TS AT TR LIRS ATEEUTY

3) ST - TATERITE ek 0T STSET=A1 =e1 / foa Tl e & ot a1 Seeieos E10TRT 2RI agad @ AiqH
ZIUTR el TUTS T T R TER

) 33 - (o) SN 9 I TG THRT I Wi 1T TR OIS STHI HTUET Fell T feferg
AT TN @ TRN Fll 2.

?) FiRE:- INNER, R) AT AISUAEN, 3) AEH:- TN, ©) Flicah:- TR ATg-HE SN Al Fa,
FFEARET, TR fAT0T ET0T T T Mg &ldrd g T .

I T (M), T (ST G2, Ui (STga), T T (st Aial, 5T), 399 - i TR 3 a1, Jaud, 31y
(TSUY), 95T (T / 1) Il WETF, AR, 3. ..

¥) TR W - T T 38 FUGE! GaTas &91d Idld & §ulid STard o @9 / (SRmEm))

AN ;- T8 Higd FS0 - T AaiEied SaRd e =T STgFe S+ @Idrd. € 33 ST,

ferde, Toel, i1, IR, U, o1, IMSE, dieaT, o, e, @fd, i, el =, &y, e, Sedl, 7, faue,
icgerl, 7, AR, T, e, STHY (SFARSY]), STaféed (MU, ST, S, I=1e, T, ST, fad
A FIATERT TETE ¢ WA SGE Hed . T T G & ¢ T 3, T TS T LRl 9 e
9 FoRTTETATE o N Wid Tl T Seal FHTd. Tl HEm foae] SaiTae qut 2 fefae sfdsm
e - T DT T [T Sl 9 1 FiRTaes o Il
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™ T e ECR | 3oy
2 SHTR Td farn] / AaH W
R A2 g THY =«
3 U ES) &% / B T (1)
Y ETu| % PENE| FAd ()
Y 1L SR = TR
§ Frgd fore e i
o fontea S HETHS CI]
¢ RICE) LR FAad FO
R T BIGK| forsy ™
T T RGN - T &1 3 STgvd Sieaiai Heiferd o7,
Gt SR STt JTa= &d.

FHIVIATE! Wi TEed Scid STRJd F01 S ST @1 ST EE "9, T TS STe T 815 di
™ TR,

T Wi FepfagTe @ SRNN WiEigR 3aithe A @Il Qe 2Es del | ©edl S, TREd &
T . T8 A i ek CTE AT Sl g, SAReTd, #ifUTeh W @ TS BI0TR e a1 Gekdl qu1 7ge
T GETE1 THET SO AR, - SRS 91 4T & I AR

Il Gicd A Fieh AT I Il ST STRHENTH = WU ST, 31 TP © &R ENTaTd o RO

2) TAGAT (Sense) R) Fed=T (Imagination) %) &l (Emotion) %) fedealiaar (Catherisis) RiaeHl STaeel
o =S GHTER (Transcendance) St ARET TRIHA STH &ld.
FAATER ATE / T3 1 @ TR & 39 Fld 2|

X aN

ELEE (Speech) R) AE™ (Immitation Costume) ) SRR
T & 739 I S ¢ & STpEiE S gral.

TR ST A dfeat 3 ST, 1T &1 &idl. SfidTd 22 S0 e A 3% THAT S T IR
TS ST AT, SRR ST T FHAIS, FRAETgR a6 STahRl Hhedag (g &is: 2AhdTd o721
TR @ &l SRR G digd T TR,

I F=3ST ANFRTH Ul U, Tk A Gigdr R ¥H | faivn / aiein wrdive foe
SRR 9 e WIF i ST,

T FSIHE Fid (F1A / W / AEH / Fod) 2l Hegd THHIST HagATHS Fled i~k TNiaw "5e 9 ol
TRIFT 95 g dl a0 FaNIa TIE1=e @ HAgnRIes e STATcHh =1 ST S e 3 AT dae Tt HeRaT
ST TRl gRaddl J5.

(Gestures) ¥) it (Psychic)
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Aesthetic Stimulus Imagination
Object (cPemmepre & #itet (e & siteieft
(s / e S o)
) ETEEINIED)|
(sTTieE wT T
) HIHE AR 9
v
Creates own
world (anfee
Attain Same | «—— Meets a dramatict|—— TR )
Status (zw= personality focal
point (Srsri=h seurertt v
ETT Y B Yt a1 eI W gt
BICIEE SRR o)

TH GATEN ™ 21 fereget o, St Feifirclt @ et A vt = e Tt & eTR, (Powers of cognitive tasting
whose object is TH)

TEAT SHIUT TR, FA AR a1 HREEHR0THTE 9U7 A& @ self generative@ﬁﬁﬂﬁﬁ%aaﬁﬂr Quality
. TRV & R TR Sft BAM dqen dTgd THME 3d. S Wd J SIFEE A STt T
TARTGIAT =1 k! M. el 2 T A SR o 33 AN T [T ST 9ot Sreliell S o, Fih W
Tl T W T T & T ST aie g2 diedd SarEn TR S I Teds I, e « SR T w1l
2ld & Head T Sci=a Tes quT g ayul Gaiae! T8,

T Regiar=a a1 feaamiaee G iid &1 Siosd He1 R HIEH aTd & AT T4 Qigd iiidl w21 &d &
1 AT S O O SR SR Fe (Segaqul Aiedl Ja.

Tl & HBTd ST AT ST, AT ie Hafd Hhedsl, TR, dis, &9, T, oJfd, diem 9 i [
TR, Fae, R, % S iiare UG SI1aTs, ard d A= Tl A1 Galde femioT £10T | 31 G IESi=T ey
PRIBEC

T He5 ' TR AT 3Tad. M A1 9 FT1 T TS T & qrlde AU &

. TR 91 d RIS T AT 3 91 ST ¢ 2 TR
T [Fermosd O; SEd |: |
TEE AfeenTEled @ ST HeaH | |
FETiRIRYd: @1 S o FEgE Tell 9|
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it EgdheuE STt wEfem | |
;- AT ASTATH TSN &l - of HAIH SR Tl - Aol S8 AR T AT TGS T <l Jeal sariefimsd Rl

19 O Fed A0, §ed, %8, Gl 9 G A1 4 FHR A1 fFHi0r Fd.

Q1G9 e o @R WER Il al

-~

TN T el © T = ST a9 2.

(a)
Sl

[y

@ SCPE qelt U] @1 ST gaan BT LG
/| AERE | A%, | AR | WU | IS S T | g | ARergEd
21,
S, 31
Y | ®9SW | SR | 99w | gtE | fe | aewd FEn | e LU
T EIs TH | de | 9% | A0 | FTEM | aeEd | B FEU
TGS & ETS
ce | MM | ® HA | T | F IS | HEEN g&m | gEd L2
AR
GRER
U | iR | &g | 3l | TR | FSI | TeHS Y | ey 4 PR
HiStal
o
9 | g | F% | a9k | #hE | el | Aadqw | Ml | S | e e
RN
RN
Flgs
f | et | afass | & | d=9 | Wfbw TS g | I fer Fw0T
R fat=t
TR T I W SETd SdeaTa] 2Jfd & T HEH &9 907 T3, 9 0TS TRl 31 aIqares hedl ST o SJfd

S U d Yfd - AR AR - ST A &I0AH FROTNG ST 3. SJfciges T {6, &l 3t ofd 3 791
TR I AT AT et T JUIgaiF B1d. J07 FRUMMD eSS 2 St 2Jfd 01 Hgemi”

GUSTUT TEUTS T TETAT WEAIATAT A1 Al Aol AR TaTaldies T fhar i &M, ©
TR A FHIHS e & We, T YU GEHIGR 31 <1 R AT A1 ARG, ¥R, Teded Tl g SeUdTd. SHEAT
ST 4 S | e STed.

SJeil A1 ARG W T gfeih
T |
¢ | e - g STees e - i e a
TR - el STHTH Al - e, Srgaaun S
R | P - Ter T g ZATEA! - ST ST ke
I - Fgd FESH (e - T@dt: ST &8 X
3 | & - geaeE Tl - g IR qrafeom T T
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ferferl-man, aTcae S| ST ZRIT - QU1 1 FOTR
Y | & - T e FTATHT - TGN Tl q
HAGE] - g farl S0l QU | SR - ST )
fengelt - e et Il - e STl q
y | @il - JE deeRie FomERE | R - i 2z s q
S| TH - ol 9
HAGE - GO ST S q
§ | AT - &TUTR It U TN - IHTE Tedl B
TSI - ZEal Jckeal THT - QUIAT STt SuT q
v | framRul - od, i o 31 - fffrdi=an e S|
IR e g |
T Fereia ARGHAIAT S A1 Sgfheh aTEdTd. ¥Rd Geilell e SIS HedTos A1 AEhr=a1 Geuid o =
NG AR, © TS Gl WEA 8, 3, R, 8, €, %, } 6. I G Y(AEERIGH T S&d I53 il Fcih WA

ETF TN o1 1 A S AT 1 Wi S T 219 Seiel oic=d Qigaigd 958.

TR I ZqHd WA SAAATS! U1 Jded Fecd e, Hiecdid SGr=a1 FerA v Siidid @R, dis, &9
1 AiEiges TEURY Edl. 4. FHAR Tastl A SAiaee G BT (= e, foa P @R S =it aviaviesan S
YA ST ST ST, AT FREeT ST &9, SRIdedn Ust=a1 FE I 9 I Jedra
FIEM S SUITEIS! TSAM 2 &9 31 S0 STl 3 T G dl T A9TavTos T Feficiia Jared &, a
3 F TAR T [T 3s
ST &4 - el WA, 3Mid, F&6A - 31, 9, M &R
T &Y - 86T, I - AT Y
Ta &4 - AR, T, oTgd - |1, 1
AT AISTRIEI Q=1 Wi TeEHIeT G T aTaees Siid STad
QI R - © o S - GEI TR
TETA I - el el - TG R
3@ 21 {odT - 37awe, aT, qdiddad ard
FMETT TIATAIS AT 5T IATHRRIT 9 Toh! &9 STl
TS - FeqdIER - Fid T - [ &
T - IETETE - ET, STgd T - T &4 A1 THR SRR (afel T T

ENTE &9 T AT9EH GSTeT N9l - THAT, I, Wi, S99, SleIs HNIRS - IR @ T4, HTei-gos
AU WA, qU7 I FHER FSaedTe EIURT ICHTE TG, qrafadl. 2T THd die il JanT wed.

FIEEAIT TS ARTEARRART 3l N aegd G 3-8 Wa-d THIw0l Eid. dIRHl GeH ¥ J
T I ForeToT F T, JU1 5 STANTOE STEd U Tl ST, FeqRIith SEag gl (SRS ST &gRh B
TSN T £l el U STl (Fi Sig 9 o STl =T STgd Fad. SHIENIS FaRTE 34T,

TS AR,
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faferg a1 9 &9 R0 @ 101 F& ZdTd & doRTaE T7E 1.

GI) &4 ™

3 /9 / ¢HEN e, FivS, Tweg I

© JE [EIER HET

g0 / %R / RQHEAT T &4 STTE, Tgd, AN, TR
e / 2% HIE T &4 TE

AVAL: feremetier |

2R / 28 W zdad U

et It fontem

SYALVAL ST 34 g

R/ 2% e =g BlICs |

\g\ \amaéaqﬁv\v\ HET \\m\\ ﬂ\\\wc\Q ] ~ ﬁ:la
AN > ¥ o ¢ N [aay
TIERIE) AN GUaE 9 &9 die G 1S il IHE FSE! («HI0T & 9 TIES TaA edrd Iche Wi«

TES 21 .
TSRS FHies, AW, {362, 37, T, S, Feal, A, &4 T TR AT 2o TIUGT=AT I TARTIG AT
TSI 219 3T, AR HTe! FMIR] TR &1 Tehd.
e, @R, Yfd 39, q1S 1 T Fowv i e 2l Siiard Tecqul Sehedel R 0T,
HvT G ATEAT-

giee] w1 [33eq, @R A |

{1 AT T T F93 J4- 11
TR, q01, ASHR el Teh Lol (TR =1 R GHE St 7 I L IR EaHeTd I ®ed AR, Frd® Fgan
I, Tgd, <, ST, 91, [ F IR g T 21 &d o el 3R 218, 91e) dera) &t
?) TE T - WIETH SAATATE P& Feed SUTN T BT TR Tl 341, e
R) SFEREN :- TETHET T WiE GREEUI T TR JGRaR SRR, e, Siid 9901 #c & dredl dal Wiid
e e 110 i QO S a1edl § Q9T Ok I AR B STl T Tehid Il Gest Godd adl.
3) AN TR - STRMUET G2 T ¢ T ITNE HET &1 AR T, T T {0 A6 S AT aTaw T ¥ FHal.
@) He T - T SIETIGH @ T I8 FE1. HIGE 919 T Gicd Gesad.
) =G T ;- I THTE FTR TR, d3iidics G Fa7 QT 2 FOTR W FT07 907 FLOR &Y
§) ST ;- TRTIAIS SIS ERIFS! Seleh feraTl ST gt SFHATd ot QU1 FXUTRT €G- T qUIT 6 JuT T ¥ Ekech
ST, SfeEi et GrRIgl RO &, TRTH 9T TN Ik &I ol U1 Sedr=T M6 SUTRT quT [iaiel
TTTEHIA ST T WUTS 9=
o) T :- dfeziiciies STeas=n e Tt Wi qul |ifTae! Sdt =T gandidies JeeT &R Sl $ia el i |
O ST,
¢) [ - WIaTEaRid EaUaeis fenaml qu ot 9, IFN, R, STaawun o & gaiaum
R) TEA :- WIS TR Sl a1 Yral J-a1 Tl g SiF T 6 3Td. AT W dred Sl
20) ST :- ANAd AR FHI FEAT TR I, HiS 1 IFSHERI Sl U STedd
22) SITCAR ;- =T T HIgH STeaedth Tl I (1T FROTR 37T Tatraia foeion ST EaerTel. T,
T HiT &, e EUSHN A1 e A Aol SaHN =T,
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31, T FH =1 | TROT S0 AR, He: TR S0 JobHos, RAG@T 1T, S=iell, STqUTdT, STEed a1 Sr=a
ST T et T S S5 ST Wi SR HXUTRI Tl 570l e =1 AT @l i) s, 9ot o 9 &t
7 FEUIGHR TS STa=aE T W 20, TS Sehrd JuT szt ot 2eg di Wi SefaTd FXTR
IS AR FT WIETRN THGH Eie 3= Tl STl Xdes. o1 WIaTal &3 ATAHTIS Gliecdld Ul STawas®
I, IS BTSN EES NS TR dcd T G T I FIET FATHR TH] B,
Ia. N HA I | IO T S

TUERR & H& | T8l & 07 = |

TUTERE B I & 01| SR I S Je |

ISR ST I A ST AT AES AiS! =1 Hl0] 2T, FIUCATE! TSI AT AT G FW,
TN AR, SRR Higagel 2 T . ASHRAT 2) TANT AN TR a0 THES TG ) IO aIgt
SEAZIHRAT T

2% U T EUSHR 141 AT Tl ke | FARA AN ST (TR - Fcleh) AT STSHR HIUT o T,
FURER, TGS, T, TEHI, Tai, Hie, T TIHTdd J01 T TR WA 2ld. HURER - ETEH, TERRTH,
g, TAHIN, TR, G, T - Hehiiar, He-aid, ¥iY, g, TR, *FTR a1 69 SHri=r T e 9 5ev
G HRGETIUT AT G T =1 ATaR 1 TS Zd AT, THET &1%h Tk U5, Te HRGEd T 39 SR TR
e TS Ll

FSFTHAR Il Al HEAT1 T A RN Tael EHid TR FA=1 ATHHIGA STashd g T, 3
GZFH A g Bld. FATHR AT T FSERN <t T,

TEIA Rergid G iaTd @ HcTd Hecqul S, ST dcd 94 - T / 1A, 1o, &9 T4 STqER &=
FI S, TGN o1 GITH E AT TS Hiedicied a1 T e, 1 FHIATT {5 SRl FI0T izt Sehmrd redt
T T T FRA & 0T TO1 2d1? & SIS AT Fobes.
HiciEEan ISHER fos as &4 ar @
2 | g9e @ e
R | TR ARGSA | ARE /&G | 9/20 /R | S US| HRIRR

o

ATcHE | AT 13
AR T TEH UG 2% AT T GER SR <= U
A @A U, | R gUh | Friid @/c RN | fodfed | dEe | N T W, F0
B FA T
| greN W, e
foe
& | TES Hie WRld | 3IeU el | A aR, FEUT, T
s & @EH e,
e
© | o, AU | STigioA
& W
¢ | 3t T T A, Rk
CECIRC
Q| TS TR F | FEe YW, SRR, | /20 T ANYY, | 3, ST STEd
T fod, &/, | /eR/ 2% GEC)
egd /2%
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T T ST SRR HIEE el deaT 39 S8 S 7Ew / q1ew / ST o Tegdr=a Hafasdrd
AT qradies. dfea & T ATem SRgdin I STE. 3 UM AWY B, URd SRl Ui eRataqos
Gl T (10T &1d. Gl SRR A Sl S1fuT Sigaziret a1 ST STHf dcd 31 Foram=h & Fiord aRoms died
TR FTROTR 24T & & 6 s 3.

4, SR EEUIEL Sl AT o5 TETUN i il I1 Jedehid i digd AR Aies STed. Ziesdl aTeis
TS FEfthes d el ATsTauardl 36 & Hod TTagR Falthes did gel ST S8 &ld HRUT Tk ThelaT ¥
A TEER Eldl § Higd Hod id S STd. T (A Tas 1. e e T (i) o=t Sfc
ST ATAETT T, e & < S I, @d: HSERR! G- Red a1 §d Tisiat e oHd.

A+ TS IIHSANS A1E, SR A=A A TEHTER ¢ /20 Teha TEIAd. YU HElhoiid 31 fhell
TR ATIUT T F TRa? T HIUTH AT ZI1? &1 9% 3718, S AT HEh 200k fqot 1. o HHI-
AferR I TR, 9U1 TGS FAHR 3 ST A & Sed T 2 Fdis digd dred.

TR IR GFrzles T, felat TareHaRcl ged STd. R SIe SIe TEHT STHdTd. 1 Sl
vaIfed SIS S FRTAN 3 A GRS d 1 B92H T JHET STEd. A1 SHLEAT GeTiae
feRaRaT TR A Gane T e 21T 9 foRies T i, STl e s eid. GemRiiss

o~ SN

TR R &
T Sifcnn o Sfersaagedt sfent - afrsa o farfenaan fermon o) & TR STl fomToT o) et STt I
quT fefenea=a AeTd eRaidt 78 Eid. 76 S femT &id. 90T s et STieara T Sicw=T
TR &1, Fv=AT I T SRS el HIel («Hs TN, d Aewrd Jul TS 3R,
?) ISEN] :- SHTEYUT AT SHEM, &9 dics AT ST 3 ST a9 31 361 STaa. 180t I Jrel T
ETHITTER ST Ao, ST ST S as! d SHT Sig 91 7S TEid aoen aard.
R) THIUTERGAT d GRATAAT ;- THIEET ST THAd SUEN, SIS Faciq T Ald THIvTERE, Il
Hd Fd.
1 S A S gEel TUUl A e T (T Sl SRRt EEe! 9 dfeaiidie gEeT id og
HIERE FH FL.
3) SRS S T4 ;- R Sl ST STaed FRUT SH S JUgT 1 Rl 21, 3T g@et
FereETe TR, SR 210 ST TR 3, T e Eid 3 gl AT ST
Q) TESTAT :- TG AT & 21 &ld. [T TEAId TEsTdl dde d 39 &Ue TR rd. T Sl 2! el
W) T ;- FSTRR AT I T S0 ATTRTF AR, 61 Tl T s T (+FFY 99 TR S1ae
TS e TR AT TiRTIers THE SSE TS, T TRETaNT T Tk ol ST AT AT Sl Fui
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Abstract- Psychology of Music is a wide subject which studies the psychological aspects of music.
The psychology of a student, of a Guru, of an audience, external factors, the impact of a particular
music on different person or persons etc are the major aspects analysed here. In Music, here our
Indian Classical Music, compositions in a particular arrangement of group of notes known as the
Raag, which are set to a continuous and particular rhythmic cycle known as taal woven in
meaningful lyrics known as bandish are improvised and presented using various kinds
ornamentation and embellishments. However, Music being a fine art it possesses an aesthetical
approach and is much more than mere musical concepts such as Raag, Taal, Bandish etc. It is
believed from our texts that Music is received by Man from Nature and Divine Forces. Thus, music
is considered to be beyond entertainment and has the ability to impact the soul of every living being.
Itis regarded to be close to human mind as music creates some kind of rasa (sentiment). The creation
of Rasa in the form of music establishes a relation with the human mind. Thus this paper attempts to
discuss the Consonance between Music and Psychology through the bridge of aesthetical approach.

Key Words- Rasa, Swara, Raga, music and Mind, Consonance.

Introduction- In Indian Classical Music, Raga is the medium of expression used. Every artist, either
from Hindustani or Carnatic discipline, a Khyaliya or Dhrupadiya, a sitarist or violinist expresses
his/her music, his /her musical attributes or his/her devotion towards the art of music through some
Raga. A Raga is an ancient concept which was first mentioned in the text Naardiya Shiksha and it
was first defined in the text Brihaddeshi written by Matang Muni in the 6 Century. According to
the definition, ‘Ranjayati Iti Ragaha’, that which has the ability to entertain is Raga. The word Ranjan
can be interpreted in multiple ways. The most relevant to this definition is to entertain. However,
ranjan can also be translated as to colour. If we apply the latter meaning of the term ranjan in the
above definition, it would be interpreted as that which has the ability to colour is Raga. Here, to
colour is to change the state of mind or the mood of the listener. Thus a Raga is said to have the
capacity to influence the mind of the listener. The term ranjan speaks loud for the scope of a raga
whose function cannot be limited to mere entertainment. Thus we can say, a raga is capable of
entertaining the listener, at the same time causing a change in the state of mind or the mood of the
listener. Thus, it is a capacity of a Raag to carry the listener from his/her state of mind to some other.
We often experience being carried away to a different state of mind while listening to various artists
of our Indian Classical Music.

Raag and Rasa- While studying the ancient texts on music, we can find ragas are associated with
some rasa (mood, sentiment) based on the composition of notes in every raga, its phraseology and
its norms. Thus every raga is said to evoke some kind of Rasa in the listener. There are eight rasas
namely hasya, adbhut, veer, beebhatsa, shringar, karuna, krodh, bhay, the ninth is Shant rasa and
tenth Bhakti Rasa . These are the moods of a person that he/she experiences in day to day lives.

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 162


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

According to Natya Shastra, the music evokes rasa. Therefore, the shrutis, swaras, jatis and
further also the raagas in our music are said to evoke particular rasas. Maharshi Bharat Muni has
allotted particular swaras with one or more rasas. When these swaras become part of a raga, the raga
evokes particular rasa due to the presence of swaras. Many texts on music have stated that particular
ragas evoke particular rasas. Such as Raag darbari Kanada evokes karuna rasa, or raga hameer evokes
shringar rasa, or raga Shankara evokes veer rasa etc. This potrays the ability of raga music in
establishing consonance with the mind of the artist.

Many stalwarts of our Indian Music have contributed to the Rasa theory by giving in their
own views about the rasas and their significance in Raga Music. One of them is Sitar Maestro Bharat
Ratna Pt. Ravishankar. According to him, if music is categorized into three types viz. vocal,
instrumental and dance, the latter is capable of portraying all the rasas whereas vocal music is capable
of depicting most of the rasas as it has the benefit of using words or lyrics. But instrumental music
has to create rasas only through sound and therefore, the shant rasa is prominently evoked, followed
by the bhakti rasa and karun rasa.

Here, we would be focusing on the vocal music to study the internal essence of a raga and its external
impact.

The essence of a raga- Vidushi Kishori Amonkar, in her book ‘Swararthramani’ mentions about her
experience after singing raga Bageshri in her practice. Initially she was very pleased with the thought
of singing the raga but when she finished with her practice of raga Bageshri, she observed a change
in her state of mind from a pleasant one to a very gloomy one. The swaras in a gamut or a saptak are
individual identities but when these swaras become the components of a raga, there is a constant
conversation that takes place between every two swaras. This conversation between the two swaras
evoke a certain rasa. Just like an orator speaks before an audience about some specific topic, he
brings forth one sentence after another relevant to his topic to emphasize what he wants to assert.
Similarly a vocalist, while performing a raga, sings one phrase of the raga after another to unfold the
structure of raga. Here, it is important to emphasize the term phrase and not single swara which
supports the above argument. Every phrase of a raga sung by a vocalist is comparable to a sentence
spoken by an orator. Every sentence contributes in bringing out a more and more meaningful
discussion of a particular topic and in the case of portraying a raga, every phrase adds to a more clear
structure of raga. Similarly, a single word in place of a sentence is corresponding to single swara of
a raga, which is not meaningless, but is irrelevant in building a discussion. Every swara in a raga is
identical to a word in a sentence and every phrase in a raga is a sentence. Swaras individually when
brought together to other relevant swaras they create a phrase or a sentence which contribute in the
meaningful explanation of a raga. There is an inherent relation between the swaras in a phrase which
help them together bring a meaning out of it. No raga can be an exception to this. In raga yaman, Ni
Re Ga, a phrase creates a fragrance of raga yaman. But at the same time, if only the swara Ni or Ga
are chanted, raga yaman will not be sensed. Here, taking the example of swaras ni and ga is not
random. They are the vadi and samvaadi swaras of raga Yaman respectively, which denotes that
these two swaras are the most important in the structure of raga Yaman. Even though, these swaras
cannot be sufficient in explaining raga Yaman individually. Ni accompanied with Dha (mandra) or
Re (madhya) is requisite. This highlights the inevitable prominence of consonance between two
swaras in a raga. The swaras in a gamut when picked in a raga have a different identity and role to
play. In a play, actors play some character, they are no more their self when they are a part of the
play. For supporting the character, they have to dress up in a particular way, they have to use a
particular intonation, they have to depict a particular mood etc. They have a particular relation with
other fellow actors. Similarly, swaras in a raga play a character and each character is related to the
other in some or the other way. There is difference in the state of the swaras from a gamut to a raga.
‘Ma Ga Re Sa’, a phrase common in Raga Multani and raga Miya ki Todi, is quite different from
each other when presented in the two ragas. It is different to the extent of being able to distinguish
the two ragas. Here, the weightage of each swara, its position, its tempo are all factors responsible
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to create the difference of the same phrase in the two ragas. The role played by the swaras of this
phrase in two ragas is quite unalike.

Raga and the Artist- Performing a raga is similar to carrying on a discussion. While discussing a
certain topic, an orator’s talk is supported by the facts and figures and various sources which help
him study the topic. But this talk is certainly incomplete without the perspective of the orator himself.
His perception is built by many factors such as his own way of thinking, his opinions, his preferences,
his experience, the gravity of the topic etc. Similarly, while singing a raga, a vocalist is guided by
the grammar of the raga, its traditional norms, its traditional phraseology etc. But after inculcating
the grammar, the raga that is produced on the basis of the perspective of the vocalist about that raga.
The vocal capacity of the vocalist, his state of mind, the nature of the raga, the response of the
audience, the accompanists etc. all such factors have role to play in the overall outcome of the raga
performed. This highlights the consonance between the raga and mind of the vocalist. The
consonance between the vocalist singing the raga and he/she as a person shapes the performance of
the raga. Here’s why we see when an artist performs the same raga multiple times his/her presentation
of the raga is not identical to the previous one. His sensation about the raga is different every time.

Music and the Listener- Listener is the one who marks an important place in the context of a
performance. Listeners or audience are the life of a performance. In the absence of an audience, the
performer would lack the motive to perform. However, the listener, too, is simultaneously influenced
by the performance. The impact of influence on the listener depends on the caliber of the performer
and the listener as a self. It would not be surprising if a listener returning from the concert of stalwarts
such as Pt. Bhimsen Joshi or Ustad Zakir Hussain or Vidushi Kishori Amonkar would be virtually
soaked in the nectar of the music he/she was exposed to. But how sensitive is the listener, who well
he understands music, how much he likes music are some questions that pop-in to throw light on the
level of impact of music on the listener. A listener having deep interest in classical music, having
considerable knowledge of music who has been listening to artists periodically for quite a period of
time would enjoy this particular concert and experience the grandeur of the artists and their music to
a large extent. But in the case of a listener with not much knowledge of music, some interest in
listening to music and who has seldom been to concerts of music would enjoy this concert to a
comparatively lesser degree. Here, the term enjoying the concert refers to perceiving the music. The
perception would be more in the listener with more affinity towards music and vice versa. The size
of a vessel determines how much stuff it can accommodate. Similarly the magnitude of the mouth of
the vessel determines how easily stuff can be accommodated in that vessel. Here, the size of the
vessel is resembled by the interest of the listener towards music and the size of the mouth of the
vessel is resembled by his/her affinity or attraction towards music. To differentiate between the two
can be explained by an example. The listener in the first case, would attend concerts of music, listen
to the artist but would also be interested in finding out what is the current news popping in his
cellphone or what discussion is going between the two seated at the end of his row. The listener in
the second case, would avoid missing concerts of music, would be focused while listening to the
artist and also deliver ‘daad’ (a gesture of appreciation) to the musical nuances of the artist most
appealed to him etc. This listener, after the concert, would approach the artist to congratulate for his
performance or discuss with other listeners how much he liked that concert etc. Therefore, the two
vessels are same in the size, interested in attending concerts, but their size of the mouth, here, degree
of affinity is different. The level of music ‘reached’ to the listener would thus differ.

The consonance between the person’s state of mind, his own self and the music determines how the
music impacts.

Conclusion- Thus in the attempt to discuss the consonance between music and raga, the raga and
the artist and the music and the listener this paper elaborates the aesthetical approach to study the
roles of basic concepts of music such as swara, raga, bandish etc in different aspects. In every aspect,
the psychology of the person as a student, an artist and a listener determine how he/she perceives the
art of music.
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Abstract- Music is deemed as the mirror of the society that we live in. Through the ages, music
worldwide has evolved along with its surroundings. Hindusthani Classical Music is no different.
Along with time, the purpose of Hindusthani music has changed along with its form of presentation.
After the advent of globalization & digitization, technology has crept into various facets of
Hindusthani music. The perception of Hindusthani music has changed. It is no longer sufficient to
be a skilled & good musician. Innumerable variables are considered for a musician to succeed in
the present day. These variables range from a scientific approach toward music education to the
role of media in the popularity of the individual. Performance spaces also play a crucial role in the
favorable outcome of a performance. One of the critical aspects of Hindusthani Music is its
aesthetics. This genre is highly dependent on Rasa, bhava & time cycles. Each classical raga has its
time cycle, be it a particular period of a day or year. However, nowadays, concerts are primarily
held in closed auditoriums for the sake of a better aural experience where the perception of time or
weather is limited. In the pursuit of excellence & purity, we often lose objectivity, i.e., providing the
audience with an experience that is to remembered for the rest of their lives. This article will focus
on the pros & cons of technology & media on Hindusthani Classical Music.

Keywords — classical, education, globalization, Hindusthani, Music, preservation, performance,
technology

Hindusthani Classical music cannot only be defined as a particular genre among various other genres
of music. It is a tradition & a way of life that has been prevailing for centuries. Along with society
& its norms, this genre of music has changed its form in content, purpose & way of presentation.

"Any music origins in the society and develops with the changing realities of it. It accepts
new and modified the existing in different periods of time. This process of acceptance and rejection
makes any form of art exist for long. Similarly in various phases of transition Indian Classical music
has embraced the elements which question its traits, especially in this highly technical world."”
(Vedabala, 2017)

Each era has its distinctive features. In the Vedic era, the primary purpose of performing
music was worship. The compositions were made accordingly to that purpose, where the Vedic
shlokas were much more important than the actual musical content. In the medieval era, the purpose
was to please an authoritative figure. In the present era, there are multiple purposes for music
performance. It can be for entertainment, financial gains, storytelling, or therapy. The present era is
the era of cultural pluralism where the mass audience has the liberty to judge the works of art. This
privilege is unique to the audience of this era. Multiple cultural beliefs are one of the main reasons
the masses have access to this higher form of art of Hindusthani classical music, unlike in the
medieval era when a selected group of elite aristocrat people had access to this artform. In this era,
music is a tool of mass communication. Classical music is dominated by popular music because it
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takes a minimum of knowledge to understand the grammar & musical emotions a classical performer
creates & it is a fact that the masses are deprived of that possibility.

In an article by Dr. Justin Wildridge, he mentions some of the problems that western classical music
is facing, which are very similar to our issue & we can get valuable insight that may help us
understand the situation more transparently.

"A starting point may be to initially recognise that classical music can refer to a huge
range of music and not only to the Classical era. If we are holding true to this thought then we
need at the very least to consider music from the Medieval up to the present day. On the other
side of the discussion, popular music as it is understood today really could be thought of as
beginning with Blues or Jazz when the availability of music on a global scale became possible
through radio and phonograph.lIt is worth noting though, that the 'popular’' music of almost any
period of musical history was the music of the time. In the Century that we are living in, this is
generally true, especially if the popularity of a genre is measured in sales of records, radio plays
and streaming preferences.One key difference is that much of the classical repertoire was
composed for societies influential and wealthy classes whereas popular music is written
specifically for mass consumption.” (Wildridge, 2019)

The dominance of other music genres is increasing despite not always being musically rich.
The advent of technology has unlocked new dimensions & opportunities in the field of music. It has
played a massive role in music preservation & education. Technology has now defined how music
is transmitted, preserved, performed, heard & composed in the 20th Century. It has crept into almost
every feature of the music field, from constructing concert halls to developing musical instruments.
This research paper will describe some aspects that have shifted the music paradigm after the advent
of technology.

Performing spaces- A performing space is mainly comprised of two parts, the performance area,
and the audience section. Both of them are critical for efficient performance. In the Vedic era, the
target audience was nature or God, which was abstract & sometimes with a definite form. Though
people were listening in the vicinity, they cannot be called the primary audience. The performances
occurred mainly in open areas amongst nature or the courtyard of temples. The performances were
done by multiple sages unitedly & did not need any other mode of amplification. Hindusthani music
was in its infancy during that era.

During the medieval era, this format of performance changed. In this era, performances
happened mainly in courtrooms & darbars. In this performance format, there was one primary target
audience, i.e., the king or the highest ranking official, and multiple secondary audiences, which were
the other elites in the courtroom. The performances were done facing the primary audience. The
courtrooms were huge halls with excellent acoustical properties that amplified the sound naturally.
The musical instruments & the format of the presentation were developed in such a way that it did
not need any modern amplification. The main format of Classical music that was performed at that
time was Dhrupad, which had bold movements and loud voice modulations that could be heard
across the courtroom. The instruments that were mainly played were various types of Veenas &
pakhawaj. Both instruments have deep & loud timbre that resonated with the halls of the courtroom

In this present era, with the advent of technology, a performance can provide an excellent
experience for the audience. In this era, musical genres & instruments have the liberty to be
developed only for the art's sake, and there is no need to worry about amplification. Modern Public
address systems have the potential to reach thousands of audiences while maintaining the acoustical
properties of the performances. The sound of the instruments can also be tweaked & modified
according to the performance. In this era, the audiences are mainly targeted in the form of age groups.
There is no definite entity as an audience. This is the era of hustle - bustle & short attention span of
the people. This state of mind does not match the philosophy behind Hindusthani classical music;
that requires patience & a stable state of mind to experience it in its full glory. After the advent of
globalization, Hindusthani Classical did not remain the only genre of music that people could hear.
Now the audience has the choice of what they want to listen which did not exist in the previous eras.
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In these circumstances, Hindusthani Classical music must adapt to its surrounding social structure &
audiences. The performing spaces range from artificially enhanced concert halls to colossal football
stadiums. The audience now expects the performance to be both aurally & visually rich. It is a
necessary evil to take advantage of the technological wonders & inspiration from the more popular
genres of music that this era offers. These adaptations must be made with utmost sincerity without
losing the aesthetical values of Hindusthani Classical. In the article "Using Contemporary
Technology in Live Performance: The Dilemma of the Performer,” published in the "journal of new
music research™ W. Andrew Schloss claimed that

"It is now necessary, when using computers in live performance, to carefully consider the
visual/corporeal aspects of the performance; that is, to consider the observer's view of the performer’s
modes of physical interactions and mappings from gesture to sound, in order to make the
performance convincing and effective. Even though these are in many cases "extra-musical”
requirements, | believe that it has become necessary to deal with them directly, because the integrity
of the performance is in jeopardy" (Schloss, 2002)

Music Preservation- Music preservation is a critical aspect of the field of music. The practice of
preserving music has been observed since the Vedic ages. As music is ultimately a medium of sound,
preserving it only through text & theory is not enough. The invention of the cylinder phonograph in
1877 by Thomas Edison was the dawn of the recording revolution that would change how people
perceive music. In India, the cylinder phonograph was first demonstrated in Calcutta in 1878, a year
after its invention. The first dealer of HMV was Maharaj Lal & Co. in Delhi, founded in 1895. In
1899 The Gramaphone company in London recorded the first Indian voice. In 1902 the first
gramophone disc was cut in Calcutta. After that, many musicians recorded various musical forms &
styles from different regions of the Indian subcontinent. A significant portion of these recordings
belongs to Indian film songs. However, other forms like classical, light classical, folk & religious
music were recorded extensively.

"The nationalized radio service, All India Radio, has accumulated substantial holdings of
musical and other Indian disc recordings since its beginning in 1927 as the private Indian
Broadcasting Co. Ltd. Considering this widespread neglect in the public sector for preserving the
nation's artistic heritage on gramophone records, India is indeed fortunate to have a corpus of devoted
music lovers who have collected old musical recordings over the past decades.” (Arnold, 1991)

The possibility of preserving music changed the social & artistic meaning of music. A half-
century later, the invention of the tape recorder opened new dimensions in the recording field. Music
could now be reproducible & also alterable. The recorded material could be combined, fragmented
& distorted. The quality of the recordings gradually improved with time from stereo vinyl LPs to
modern "WAV"' &. 'FLAC' files reproduce every detail of a performance. The final recordings we
hear through any technological medium have been performed by a musician and interpreted by audio
engineers. The role of audio engineers ranges from reinforcing the acoustics of concert halls, creating
artificially reverberant performance spaces, assembling the recordings of each instrument of
performance, technically modifying & equalize the sound & dynamics of the performance for a more
excellent aural experience & broadcast it across the world through various modes of communication.
The audio engineer must be as highly trained as the musician & as sensitive as an artist. With such
advanced technological wonders at their disposal, Hindsthani Classical artists must adopt these
means to preserve & provide their audience with the best aural experience.

Music promotion- Promoting music in this era is as important as music practice & performance. In
the medieval & Vedic times, promoting Hindusthani Classical music was unnecessary as there was
no competition from any other genres of music. In the medieval period, the musicians were appointed
& funded by rulers. With a steady source of finance, the musicians did not feel the urge to expand
their music to a broader audience. In this present era, after the advent of globalization, the music
market is vast, with numerous genres & choices that a person can choose. In recent times digital
social platforms like YouTube &Spotify provide excellent opportunities to reach a worldwide
audience. Besides these, various marketing strategies attract the younger generation into this field.
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The music industry in this present era is not only limited to music. It has its reach into other parts of
society.

"Music fans want to latch themselves on to what the artist stands for. Showing their creative process
can do this. As mentioned earlier, audiences want to see how the music came together. Participants
enjoy learning about the ideas behind certain songs through videos." (O'Donoghue, 2019)

To keep up with this competitive market & the survival of Hindusthani classical music, the
practitioners must shed pre-notions that classical music is the music of the elites & not meant for the
masses.

Conclusion- Hindusthani Classical music relies a lot on tradition & aesthetics. It acts as a time
machine through which we view our past cultures, traditions & lineage. Technological advances act
as a necessary evil for this genre. Electrical tanpuras have somewhat replaced tanpuras made with
wood & gourd. To collaborate with loud western instruments like drums & electric guitars, it has
become necessary for traditional instruments like sitar & sarod to take the help of electric
amplification, compromising the actual timbre of the instrument. Music being an integral part of
society, it cannot ignore the changing realities of the time. It has accepted the unpleasant & rejected
the pleasant in its course of evolution throughout the eras. The practitioners of this genre must find
a balance between trend & tradition. Technology, together with traditional values, could open new
dimensions in the field of Hindusthani Classical music. Be it advanced performing spaces, music
teaching, advanced recording technologies, or marketing the music on a social platform meant for
the mass. The paradigm shift is evident & it would be wise to accept it & prepare for the future while
getting inspired by our rich tradition.
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&1 TSI TH1 < G AT IR 61 SehTarel SR a1 | @To Johat TR1 A RIS TR H S HEOT 1 Sdid g el
o, "SRIHTs TV T B G % oS ZNHI &, W A A T T-areT o, ZT6i Eiid % Fiehi 3 Siid 1 378 #is
T N o1 - Sl &t o 91, W@ & S4 F GHeE S aHd § | FiE atgl See 91 A 8, | i astan
BT 7T & | 1 Fel TR 91 &1 8| 3 36 N @ S Wt 30 o1 | Sl I8 g3 | Toaid - aed 91s o9t | 39
TEd Ik T 3T 6 91 SR & 91 @9 | SR TR 98 R 3§, St Tiig-9ita § @i Sieen <red & )| g8t
FIE IEE ol 2 &, vt W ot Il i o6 i <1 o e 1 T | ovad 1 S o 7 39 ardifeam
TSI, HH qol a1, 4 SIGY o, ol 56 (5T I8 e dl GIlid 31T &1 | T "waoiss 21 & s, &1eRd Hsil
Gl ST &, I8 2ot forsit ot | i Il e (SIS St =) o6 2t St il = e et I o @ sk o vt
H 5 T FO YEAT ST 2 | a1 Tl T ST H1RT S (Al T, Flifeh FHrehl Sil i 3 AT &t I & foved
3 NE W (Rt JUR g8 ST Al Rt FfoTh TR i al ot &l Sil 371 o 96 30-40 Tea &1 T & | gl
SIS e AT TR & ol ST R, TR FohaTTel, SEaHT e o SFaar | ofiX fasias 34 & @19 & fhare TheH
TS GSI, TAH TE1 1 Al G 37 F 91 [ IE fhd ™ il gIN ST A T A -Hd T femmn | e fo6 =i
A Gl TR SR S, & i ST, A1 G’ 9 % e TEIeE Wi A2l o S A 3Eh deeras o a1 )7 diftr
HETHT A TSI TR A 1935 § G’ IRERRT 1 TR TRT R ST o1 A9H Mol d Giid S &1 STeiihd
TN E | G’ IR % ST TSI TH1 ‘TRl ETENEl A 10 AIH-F2 39 95, T O’ ¥ foa & % am
1935 ® &I’ TR O T TR STRRT F {0911 36 G & Gried @ S Tl ab & @il & &0 @l Fld
"8 G IFrRT % SRR famll § e I01 ‘G lia’ HEied & O Bl € Al W’ & ZEies o, fafedi
& ST T, I i FLAT I GEEH B A F oG qIGHI O I Aeid & (5T IR EH H SIS 7% &1 Fd @
A 9|

Y FHT AU AT, AT FHAR T5 28 Faed(dl, Ho Wi, fSTae T qeau, A= T =, T,
SR G, BTN STaed e, st e 2T ST e o], frsami a1 Wg, e el SisHel 01, Slo Gal
TO1 T el AT IR S SIS % (g 9 FOERR Gl A @ e, GaEER 9 56 & &9 § 9|
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TFE FIH! A, TGI F Waw-TIaw,

T A T, & T Fistiex| "0
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foer 30-32 @rei @ s W g 12
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A fremimefies EiiadaTg

B WAl
PN o [
gz T
d3fia famn
<. MAAET AASH qAUSATS F=qHS
IArGmaTg

fepeTet STforaTEimhI ST AT} S0 Heed TaTeT S, HIRUd: g TCHeH fewior grm=a e d@dier 24w
(Consonance) 318 T2 S, ARE 21 AL femToT Eum=a 1™ & diest feraTg (Dissonance) &2
L. |-, F-I, {-H A GG 8 HAG IS ST,

TRTARTSA Hth T Halg |re SAdid S ARl av i SFTH darert Sfe STiedrst &id 3Td.
HTIUT S SME i, TRATA TS Fehl, G, AR ST S 31 T Wiawig=it Sfierzn fvreid
IS AN FHUN Wed, FUT Tt TeTes O FUN SN, AT FRIE! SFHS! all WasRedl A1 THd 1.
T S e SaReeEls Aed 3T, 31 Tdeid- ¢) 16 T FiT AR Redt amdies dam R)
<1 fEHTON fraTe % STEd < ATATERUTRT SESST Td1g 3) STa AT S dcgi= JTdies Jag ) S fiaara ST
ST TS TG, ) SATE- IR Hefles SIaTd Hellg ST HaTe &4 YA g Jdid. A1 A feargi 9

Key words- S g2, Ioie-ferm, ¥, 401, Tl aTd, e, SiTaw- 21w,

T Ty - wiia ST TR foRa Wik =i Sifely of Eei oI, a1 i ATd S Tk 3T %I T ST
U ‘IR el RAIGITIdY STRT Gehedl SedThe T STEd. STasud Had it i
AT 21N o 7ed ST, meawwmmwwwa@aﬁ Td. S
£19-frar, Proe-fRam, geg TRERE) e, SN Sae] SIgeTi=n S &idl, 31 @6 Hie e
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FIUCATE! AT el [RERIAT FEY 33 ST ATAETA d FA HaS 11 R SEm=iae
ST fehell AT, 1 3T TeTeh AR, AT Hidiiicih &1 BI0TN SIEUH0T &l Tgl T SRRl SJosuil et
RIS o [EHATETIRH 3 ST, TEU[H T [T TRl Sl S aeaTgid Se Eid STEd. T R THTas]
el JUTR ST o fidshd HeaTeEle oTe.

el €19, TGk =41 GeT 62T HsA e Goie- 1, T6-IUTa, T, G, a9 T < 91 Hacr=a st
AR B, TS T Fded U JoH-fem 219, IR Aea™ SEed- Jiel TeTd] Faids ued T
TG Foho! T, TGS, T S ST T AR T I, PaTTdies S 0w TRl
Hehd 7 o) S AR Fe! foge AdT. Al SRge, A1, SR, e, ik, e, YevmET, s, sl
1 ST TSR Ell.

Q- fPaTTTeies et STl (o2 TR 3 ORI STEieTeg %b S, [aTTdies S ST SHiHgs ST
& TS5 €Y SIS & AT HIT 9T |
S H YU 98 TS TaRR {3 & AW & | |2
2R ST TS Hid HABIS Tl (GH [T &1 2 L. & TIA1 SITG, SV Seg, IFHATHes SIHH ol
TN ST e ITAATEAT AT Tl . e a1 e qigest 3iics ga=a iRl Sagice T st
HEAT S8 dd. TG TSN TaRR H AT Ted S ITETIIH ASEIU Fhe &ld ST a1 faEaed
T I, T TR ST AT S ThISTET 3118 i 3T (ST e J1e, T, 1, T, 41 a1
1E, JEREAT T lid Hhedil SGE SS! fogd Jdl. J4-

e O TEE IS, THEH THEH [T @ |

TRFNTA-S RN T, Al ol STl feiea |

Tl ST Tl STeTd &, GAS 1S 3 S € |
T G G A H, ST T 5 I 5 |

%3 AR G F1ad &, g F6 Iwdes Mad £ |

FAATS FoI FAATS ¥R, GATS 20 3 71 L |

IR ST Fcl T1 T hefes e ST =) o o ATei=a1 IUTHT AISEE a0l e STeed™

1 T T T TGS Y THIT ST Hed IagiHr=A1 TaR-SHREE SEHadl SREUR IR,
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A A AT ST TG AR a1 IS SATTEF e I, a1 §ad TS Feanide sRaedn

HEBUT=T TG &4 WSS TR

?) S MY IR AT Rerlt ardiss €ag - Rraraiasd st whiEau @eiiaran Armge g G
SO SATER AR Rt e cisan = ThEIT SR AT diedd 91 ST T i
fepTeti=an STRTTS! qRUIS ST, WA GiSid TR e ol o faR-fked a4 3 A

) AT fEHTUR fAT GE STEd A1 ATAERUNRI TGS WA - [ & O w5 Gt ot ST, <ames o S
Had Ei5e. WU A1 SRToN frarei Sea HUE Sd o1 ATdTERuTRl S1e Sl Faequ a4d.

IES 0. = T @ TEie Tepd, &), Adl 3. WIS AR ST e ol fadsr

FIESIYET Ve T T UM =1 FEHRuTETd! dIamERulidies Fdd S0l § HEeT I, A6 i

AL 0 5 g ad. 8-

G A Fid &l [k 700 & T H |
9 FIAE HEE o e s S H | (4
3 EH I A T S GG - Siel ST STae 1 Geheqeial e T WH R, 94 dag=r
STcd G T2, YT G RIRdU1 STTETd F6 ol JUSRT GRUTS HaF Gl TNT0FTd F:4d FHdl.
S RIS IR oSl SUET HaUl FOTN df TG0 I TUH 3Eead. I1 89 ARATTE- i
TR TE Tehoh SATHIG e TRUT FOFEIS! S S Fal dl G &1, WUl delger=al ardeid
URSHd TSB! Fh! &4 HTaF A T AT FUIdT A, Sami=an T 1 Siefeaie AT deagiiee 3id-
TS I, A5 IR T HIGX FLUITAIS! AT THAHENS T TRUTE HGh] Sl 0] TR
I, TS dielel eIl ST FXall. U (=T S TS Sk ST STEuge] foldeh Heayut
I, T S T S o Al Ea1g STEdl. a1 el ISl [Siawn qRYul i foaat fenamei=i
I, 1 HeHId T Jeeld RO, “SgRadl, TRER® SR fhar o Sl e fRmas s
TE"7 TUTSl T, ST,
¥) TN M AEF NS GG - T iias FEUHRU FO9 HeaE A ari IudieH &1 ¥Rl
T T ERATSI e STEd. T T a1 T @i a1 TgT ATl Farl Siid ard aon 9 7=
WA=’ |18 T8 T2 oE. A1 Ae! FHodl T SR ST all Teel TIEHuNd IEe-a1gd & THHE !
TR GHER 1 GEETd Eid Il daiel, d9el, eiod, AN, I 3. ariEn A SHTeRl Sl

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 190


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

foRcll =TT U T ATIE 9 S o WA, o SN oS a1 @9 ariHed ST STeshTea
TS IS dA Tl T e« THSTES Hed &id. &1 S iaara STl SIaw AATdie STHee!
Hefel 1 AT TSl 38, HIHS ST i ST Tgal I SRl all SR ol deaTges Sicdie
AT TG fHesdl TR0l 3T STt Whs U1 ST SEENTe! STESe! i ard Jr=r e
.

v ATER-ATH Al St HaTg- S R T &1 SR STae- AT I i 3T g6y whRaaa
1 G- TEART ST, A1 S8 JoaeEes GHIEEl 6. s AT Jarer 3Tl 3T
™ 5. & A form St ol T ST Siaie SFAcaos & 1T 96y =1 EXugai= ffaReEis
e Sl AT HTGh-2AHIA A1 qiE A Soie S|d oM J@). W 9 e died 9=
=AThg HARYAT HedT= Fald 3.

FHAIS bl W I9 GUS FEURE dR FERIS Al deal Aahihed (%) M TEE 6 .
R g, foha T FIics SHoh T SaehihgH () e . & HTah- ST g Tebedl SIvTN ST
TRTAEETE ST TR, TR ST | 31 ST ‘9 9 |1 91 T@i=an 7l T4 81 @Y STe. &1 @ &l Sy
T&Y FAT aE HIS] T AT AT, FEHT=T 3T Jeul T 9E1 ST ST AR Rt & 9g1 3.
WWN@WWWWWW&TH@WW@ “The note “‘Ma’ is based on the sound of

N D o

female.” ATSTHTSN S T AT STTEE- TR Hhove TR SIS TR ared.

e feraminedies defiadaTe’ o aiafe=a=aT ST SNgRE Hel STl GO STfar He a1 HFed 3ised
TG, a1 Heheqei=l STzl Tl Sl SIS, Giel-FereTeii=a Taeiel fdfied s dide St degiie St
AT SHSS S AT I AR Ta1E FET Heed =T ST &1 Heeaqul Sfwan a1 Fafeesr=r b
QAT ST, YT HETAR ST S Rl <=l ST STafwal hosoi! Tl ST o1 el Hesr=1
FATER! 0T S ATHIS T TAHH FIBIAS T TAdThd TS S IaRAEaT AT

-
feramaii=an T a1 919 o1ge o1 T S e o
FerTii=a Tl ST ST o1 fafend b= €N fianail EaTe Sraun=ar 7.

£ X M N
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53.. (2) g8 . 2’30
6 T, ([A.H. u0R). Fe7 STABIT HFT-§ . SAETEE: AIAISNS Be T, J8.56. 05
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) frew wvlta | o W |iviifaes RAfesal 71 stiadare

- 9 & e
TS fadis
Zih, T

har e

I TR 38 d1 134 § 7% TR FT G [3emr & g T3 &6 a1 X ¥RAT G7fid #1 3l 78 79 § Fe 13137
farRIvaTd @Y 89 & 5 @FE, [ReTd, AT, IR, Sesary T S agd [ERINarsT % Sgey T9cE] Elar &/ IR 7
5 JIT G &% @i, T Gl G 3T - 98 Jid TR #1685 &9 @ [3F1E 3 &/ STlad a5 7
Golic &1 i1 131378 ¥IreT #1379 § 3317 qUl 371 @ GEIRT #A a1, [ [3rer @ g Gifid e @i
S7EFaT [T Gliet” FET Il &/
o i i i, et ek, i v, e e

TRA e forames g & (e oiavia 28 T €| 39 Tl # fafoet e, o, Esiera, S2nge, Wi, Hesr o
T % ST e Fd & ST T Tod STRIh [erRIaaieii & R O g6 T4 8 Fel § | 9cie T3 1 o
3fiq, Sl T, 99, R, SEFd T A /e O e d B B 1 3 ffreraned & | ard &1 et #
I 231, F1, TSR, TR, TRRf, a1, e enfe § faferanet % e g U i Rt 2ia1 2 | 21ee &
e ST % gforaTel H T g & R R Ta 1 g el & ST T TR &1 R A A TeteE i g
F1 81 91 R e 1 SIS 1 ST e %l FaTel O e & STy &1 SEH Iidl 1 ST 6 ST & | S
1 ST, T HIet Sl % STgaR- WRd &I af & <isl e 1@ Tkl &- gl I ST g fhew 1!

TR 19 B o WA & fareiar & ohdn i 991 W@ & fom femn srean fRel ST o R G2 W
T &9 § @1 S Tl & | 365 1S F2 FRU &- T&eT d I8 (& e § il Foreil &1 GHEa &l & S6-
FI=TReT, T FA, A1 FHA, WG (T TG ), AT S (FAT Fiieed) I | T8 T FdTd & €9
I T i A T Hogee F i & T & S f o1 I it Foard e O @19 3 | e &
| G2TRT T SIS & HHeT T F S & ol ST il SHH Tl el Shihid &1 | g6 R0 98 § S 6 g
¥ a1 T o et dviia & wraT Y Arem 2 v wa | sna it faferaare w1 o @ % Areaw @ swga/ &
FA I &A1/ WA & IR 0 O GET FRU1 98 A 7 6 76 O Hed WS T8 OF GOdT | 9T & 9 T
T & Hees 361 % HIAH § Q3R & ot Tsal O &t ST ek W G1 O & fhew &1 e o €9 id i g1 S
TEATE |

Rt # 138 U ST i AT Sl e, W1 &id g9 3 O T H ai X T@ T a1 STe! &7l & | e
FoRe 1 1Y I3 &1 &, Tk THTISTE & Z1dT & ST fthed Tlid ¥t 36 &4 F1 gfd H TN ST Iof TR Haref
i TTEHT %l I H FEeTqol e e £ |

el 8 41 SRR & Gl 1 ST 21T & Fel- 3Tl % AT @ SN 760 Ga1e) O 24 i STETchal 9 g
q+d HTid % ATAH & | T S % ST 1 S e SRR € 1 S fhewt H Uk I & 98 o 239 SN Fa &
ITEY RIS Eld &1 § IR fhew % rfaReh o siiaredl 510 g S ¥ i 760 w8, St 229 o dae) & ey
I U1 Tl & 98 Gilid; Hae] O dehiolie TRR 1 g2 8 gt 3ed it fontran € 6 %2 9w dt o areai
% &1 6 72T AN G Bl Gkl Z2HI Bl Wi | ST FeA:Refel 1 Il 91 A1 & | STef 20eg el &idl, Telie el &id, S

N DN

Fea] G WIE1 &1 ARTEARE § STEHIdl 2l & 39 Rafd & e | wid A1ed el H foed -
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i+t ATeRIE] A A ITid GEedd |
TiioE & arerRnsl: TR TSI 12
T T a1l S Aok = el ST &, I8 T o G ARTERh I SReg ol STl SR | Riiteh Iiial
TS & TR, 38 T T\ ezt § T T GRYeRdT o1 ST 8 | ARl § Wid g FHiod 36 H9 @ a1 Jodl
2R e % TEaT 9 @ % {53 deiid e sted B-
F U s 2 A e |
TgHe {3 I A Wi A st
AT~ 6 TR 1, W I SRR @ e & O3 R 3 ot 20 <21 e, S SR s, Aie-
o1 ¥t ot 3G % 2T & O Feht Stern 5 TR e s o i 3 2 A e I6 SR A /i o
o oia- g & =i =2
fRel § Tl % T il 39 ISTEX0T H U TN A a1 ST Tl & Sl @9 {51 St & o &= foe
el % =1 fhae i Sl i =1 &1 21 T8l ITd, IH TR e Hl FEWI F1 TR a1+ IR T &
& & | fRew %1 gy, v, Rerfa, aREa, e woF, HaTg 3% Eiid | & T8 o oTd & | fhew! # &iia, frew
¥ Ie29 W ed I d1 <3 U SIS % 839 A Sl Fl oEH FE T2 |

I T Tt el & 9t e Taa & S TR & e | et | 3= Siof & iiq fedarl & g we
T TS g, S Tias] 6. T 1 H9 8- 76 TR TR TR ST 54 i1 1 (HeTRe ATd qu1 &1 &, $i 6t
TR T T TN Sl 1 TR Slid 1 &9 qU1 &idT &1 G w9l § Seiiad 1 i fredr & e
SSTEH T ISTH TIE S &, TeT T Tfid, I Tlid i T 2 | &H i1 I Tk g & G el F Tl |
2l % oo o) £ el 1 SPIETRT EiaT B 14 IR ST € SRR % i B e @it € oeR Siten #t qmed
@Az |

T6 G H fhew Gt & S1oeil ok fafime 21! T 10 3= Fife % Giiid- fFiaaeh . €198 < F9 36 ThR
Tl - Tzl | Wt R Sia et & g & et € | ganei 1 Sl i ST R 8 FEael i R aegE
W2 | Iad H e 2@ foan § He fharcis FT 1 @hd & a21d (4 (ee FETaeTon YR @i & 9918 &1
T IFAT 1 A TG | 7€ 9 AN & 36 91 Tl Toehies 21 01D 6 el S id 1 31T St 9eig J&l 70T, 98

AT T | ATt Al T S T, 2Tt Sl 1 & =redt €15 S e o1d o STd ¥t i &1 &, IR A A1

e A

%ﬁ@mﬁsﬂmﬁa@maﬁwaﬂmwmm/wmmwmmmmmwwﬂaaﬁ

=41 FX A1 SN &l & ok 2TEI ST BT AT S TS, 7T 31l Fad ST i 96 &ld & | 36 1 &1 ST STHvR
A & Fa1 T ISTeNu i Tegd AT TG IR SETEURTEY [T I I Il § HEd &9 & SMfeidh 1ial /1 qiAfod
LT TGN Fi(h T8 AT ¥ T & ST o6 .S A e 2real § Fa o A e w1 & R et it
g1 il TR T i O TR I1id- STt g el Fa 1

%.d. | ifia R a9 T

1. | oW dR AW A I Fedl 2015 TETS! + SHHER

2. | T EE Water 2005 FThI+ TR+ Tieg
3. | @ Refugee 2000 foremae+ @A

4. | oS A FE 2009 B LT

5. | 99 HEd & & TS 2016 TR

6. | B emfAr e 2007 TSI+ TS+ 0

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 194


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

o

7. | SR T 2013 A+ FETel

RS Tl 9 TR Tt Tiial & ST T8 S i 3t eTeea & 6 fha v RSl fhew vt
I S TR TR G Tifoes Rfsal 1 THE gUE | el H 321, F1es, FEW, ITAELuT, 91, WIS, IR, & Jed
% ITTEY TN 1 T 1 TSl & SE(AT IHE T eiazreh 1 Tl 1 e I &1 Al O i e 2 |
o R Gt fridams i 9 Tid O T S a9 O S O @ IR S erea & 9gi T et e
‘“ms'nwaw@awaﬁaaﬂwwmwummﬂmﬁmwﬁmﬁwaﬁmw
B I it @ ferarett | Wit 9k 89 % onae | 98 Tl F @ = T8 1 ardn aig Iast @it faare
T SR GRS 1 &1 ol e 8 Eeiid 1 20 & TRYET 1 TTE &l & SN 304 fhewll il shaicqigehar 8 ¥ &4
T & T T % Gelt 2ivaneti &1 ¥ Eeiia | gity =i &1 it

Fel-FEl fhewl H STal Harg T SR FOR 2] 81 91l 91 J4Td S S § @6 w2l 81 91l o @iid &
T I ST Rl il Gl FL SH T2 H T107 Giehed 1 &THCT Tl & | 56 o (e R WIaTged il 1 Srmea T8
EIdT el o T8 fhew Wl TR TR i 9Edl W& GRUSAT e X g qUIdT 1 ST =2l L 9l | g 8N &)
e % foreg ® T2 a1d ISP & 6 aH 98 drand & o S e & 2foera @ o o O Sl feidae % &
H RME G & IO T SRR FSHR G FST T FHA ! fefene & Sited fg@rd s g | d@vfia # fafena fparet
TR G AEHR T A1 T8 IO FSTRR T SgTE! Fdl HT IRAT <d T el Tl T THR 1 Eld ST STa1
ol 8 AN, Tkl Sl TRUehcl T GEre & i i o R T G @ehi 3d S E A FRaT e W R

Tt fRee ST & FA1S TR = ZMTEI T &I TR S g9 &9 i 1 fafe fernetl 1 s ga-
TR T HaudT & Y R v 9 @ ¥ e wiid O ST S FoR O TEE aeE W S
FEFAGAT HI TG FA R ez € o B | st & @oiia e &1 o =it amelig o Suamei deitag i
NMERIHRAT TSl & al o R I8 TEIN1 H1 T1d Td & 3T 2eig FSr it fher T@ilid & 98 1 % arsm
| TG FHBT Tl T Flel H T Tl IREAT(weId P FId & | el 6 T4, q1G, 7o T f+iazrh % &9 § el
wiiast g1 et dTe fhewl % Sfoer § Hed - O T @I |

Rl & SR 1 AT TS 2T O GITH T 6 Je feneamd Rverent s/t et & T T TR AT ga foean i @
I @ F© e I el % S ISR 98 Ted &-

w0 | e A T HISEE ) T
.

1 T E TR e LGl 3 et o fom 2015
2 T LSO THTS-+ ATEH2N 3 ISR 2001
3 T Xl G I et T 2001
4 SHUE TS TETel S o 2006
5 7 foo ¢ Tk @ TS IER T SIS T 1999
6 SUIC| ERIR ST+ ITErd TIR- AR &l Sl 2001
7 AT TR CEn TS A+ W+ | AR 2008

A+ ﬁﬁ

8 |dR Al foies® FHIg Hlel 2010
9 AR TS T+ ST Mo dqaaas™ | 1999
10 | SIS ST THS+ TETel =it & & 2003
11 | - @ ig e\ I | g TN+ WA | S e Ha 2007

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 195


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

International Multidisciplinary e-Journal. 22774262. SJIF: 8.244 (01-247)

12 | SN ™ e\ g | = 0 % R 1996
13 | @l o Eic]| T AT T 1992
14 | 9% LI SRS VRS EIERIIERIS] 2012
15 | ARSI gHE™ TS IER HEAH T 1999
16 | it & Fedw S AT+ SHER SIA T 2015
17 | durg TS TreRRI -+ AR IS A TG & A | 2006
18 | Siie fad W fosw TS TEN FgeT TGR AGE 2002
19 | 3 foo enfamwmn FS TMafa+ st YT APTE dE I | 2002
20 | T LRI £ IR ARAT 2013
21 | g6 TS TR Sl IS 2009
22 | f@he A TS ] | 2009
23 | ANTES TS firat Aeer IO SR A A Y | 2005
24 | In custody TS B+ R REE 2 | R 1993
25 | dq3eEng I TETEl EHA 2011
26 | g6 qHl GHIS+ TETEl+ T | STforan 2009
27 | TSl MR TETE o 2018
28 | T ERIt I8 TETEl+ 92 W R &9 ST | ST | 1993
29 | ST AR T TETEl+ @S W3 el 2015
30 | &R TaieRl Sl o Sad TG fEF GETE | IR A S o 2005

el # el i 9X SR 3fidi 1 Hecrqul € § | 26l St & =g sitarei § el giia
QX TR Il 6 Sl TR & & 36 31 Gl 8 | heHi & AT @ 191 Felid @9 id &9 Je WO 0 vRiat
%! GiEFfoi N T R SaTfed & T STaaa & 6l g ofeard & a1k TRt it s1aeit deplal & fees
YaTE i e T T G |

ST HS W SHL ATeleh TAHT THI O AT FSIE G O Zh! 31 Rfesdl § F aRade 3rmd
T T <IN a9 % 919 8 a1 IRad @nifess ¥t ¥ | 2reia Giid Sl @R ST & (o1 i, g8 O G a9
& TREH F1 AFT TG T 36 TRESH F & O SR | TS, o, SA, Thl, FeaToh, s el 37 Tt
% BN TEETIRYT ST % GHjE GHEE TG S 1 ST SR R ST 8, @0 o IRRuf & ey
feraTe &9 H 206 Gfid i TR AR G Hoz (hH SRR 210 {Hiaae H SHH S99 9 @ & W@ TR & 98
I 9 H T foegd fasa B

we T -

T, foeiat. (2018). WRAT /AT %1 [477e AT, <12, Tegs: ek Ulecsizn &g, §.8.541
TR, TREE SR, (1969). ¥RATT Gl #7 STderd, AU e franta«.4.6.284
TN THISTS F. (1985). FIST2ITErH, AU : e S Ged.9.9.317

SN, I (1957). HRAT G 7 S108Td, THUSTEIE - HTEia] SR Hee.9.d.445
T81,9.9.446

SANE R

www.shreeprakashan.com imej2011@gmail.com, Vol-11, Issue-02, Feb - 2023. Page 196


http://www.shreeprakashan.com/
mailto:imej2011@gmail.com

ISSN : 2277- 4262

INTERNATIONAL SJIF : 8.244
MULTIDISCIPLINARY E-JOURNAL

SSSe
IMEJ 1 An International Peer Reviewed, Refereed Journal

CONSONANCE BETWEEN LYRICS AND MUSICAL NOTES
IN HINDUSTANI VOCAL MUSIC: FROM THE
PERSPECTIVES OF COMPOSITION AND IMPROVISATION

-Dr. Swapnil C. Chaphekar

Assistant Professor
Chinmaya Vishwavidyapeeth
Pune
- Prof..Kunal Ingle
Department of Music
University Of Mumbai
Mumbai

Abstract- The relationship between vocal music and words is inseparable. Every vocal music
composition consists of two inevitable elements — lyrics and notes. The composition is considered to
be the best only if the music and the words are mixed together like ‘Dugdhasharkara Yoga’ (how
sugar and milk mix well together) in all the types of songs sung in all the musical styles. Naturally,
music and words become the main integral parts of such compositions. Therefore, such compositions
convey a two-fold beauty, a poetic beauty as well as a musical beauty. The connoisseurs may not
know how the two different arts — literature and music — are clubbed together to create such excellent
compositions, but the musicians must know the process, which can help in composing as well as
improvising. This research paper dives deep into creative process of Hindustani vocal music
compositions from the literary as well as musical angle. The research paper studies composer’s as
well as impromptu vocalist’s perspectives upon the consonance between the lyrics and musical notes.

The research paper also seeks to explore how the lyrics and music influence each other.
Understanding their dialogue will guide new composers and vocalists, satisfy the curiosity of the
audience, and may help to explore new possibilities of this consonance.

Keywords- Hindustani Music, Bandish or Cheez, Vaggeyakar, Khayal, Raga.

Analysis- The consonance between the lyrics and music can be analysed at two levels. Firstly, it
should be analysed that what a composer thinks when he composes the Bandish. Secondly, the
perspective of a vocalist should be analysed when he is improvising the Bandish.

A. A compositional aspect

When a classical vocalist performs, he focuses mostly on the Raga aspect. He is there to
explore the Raga; its various facets, beauty arenas and create the mood or Rasa which can be felt by
the audience too. In this journey of the exploration, he takes help of a Bandish. Bandish gives
compound to his musical thoughts and helps to convey the Rasa. The Bandish is a medium to explore
the Raga. But it is not the only medium. The Raga can be explored in Nom-Tom Aalaps which are
done before the Bandish even begins. The Agra Gharana exponents cover the entire Raga in such
Anibaddha Aalaps. It means that the Raga is not dependent solely on the Bandish for the
development. In such case, the relationship between the literature of the Bandish and the Rasa of the
Raga must be examined carefully.
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The creative process of Bandish compositions gives insight into how it is as it is. Many
Vaggeyakars state that they come up with a unique tune or phrase of a Raga which they want to hold
upon. This aspect or tune of that Raga may not have been used as a Mukhada for any of the previous
compositions. Then they write suitable lyrics for the tune and the Bandish gets completed. This
process underlines that the tune or the melody takes birth first. It also indicates that in classical music,
the notes or the phrases are of prime-most importance and the lyrics is a supporting element.

The question one must ask now is what happens when the VVaggeyakar writes the lyrics for
the tune? What drives him? What is his thought process when he weaves a poetry around that
particular tune? Why does he choose only that particular subject for the poetry and not anything else?
What is his definition of ‘suitable’ lyrics? These questions help to dive deep into the art of composing
lyrics. After a careful study, meeting various Vaggeyakars and by self-experience of being a
Vaggeyakar, the author has come up with some interesting insights about this entire process.

The unique musical phrase he has come up with is a product of his Raga exploration process
and at the same time his vision due to being a composer. Otherwise, many good vocalists perform
such unique phrases in their performances, but they do not feel like holding on some beautiful phrases
to create Bandishes. Now when he needs lyrics, he naturally explores first what the Raga wants to
say; what is being expressed by the Raga. If he is composing during his practice or while
contemplating on that Raga, naturally the mood of the Raga takes over him and the words flow which
convey the same mood as that of the Raga. ‘Kin Bairan Kaan Bhare’, a Bandish in Raga Darbari
Kanada is an excellent example of such composition. It perfectly portrays the despair of the heroine,
which is one of the facets of this Raga. Such consonance is seen in many Bandishes. The consonance
between the Rasa of the Raga and the lyrics is so natural that such compositions hit the hearts of the
audience and become popular at once.

In some cases, the lyrics or the situation for the poetry comes first. Once, a great composer’s
wife was angry with him. He wanted to persuade her gently. Some poetic lines occurred in his mind.
He then found a suitable Raga, composed the Bandish, and presented it to his wife, who was naturally
pleased by this gesture; and gave up all her anger. This is the story behind the composition ‘Maan
Jaa More Piyaa’ in Darbari Kanada and the great composer was none other than Pandit Jasraj. In
such cases, the words, and the feelings behind them drive the composition. The composer then thinks
of a suitable Raga to bind them. This time too, the relationship between the Rasa and the lyrics is
important and a correct combination can help to create a best possible Bandish.

B. An improvisational aspect

A Bandish comes to a vocalist in an aural tradition, where the Guru gives proper training —
called as Taaleem — to the disciple regarding the nuances of the composition. At the same time, the
Guru also teaches how the Bandish can be improvised in a best possible way. The system he also has
received from his Guru, and he might have added some aspects out of his own contemplation and
experience. The disciples then do the practice on the Bandish, keeping all the training in mind and
try to maintain what the Guru insisted upon. Thus, the improvisation of a Bandish also has some
elements which are passed on to generation by generations. It must be checked that where it
originates. Certainly, it originates with the VVaggeyakar, who is also a composer and first performer
of the Bandish. He knows the nuances of the Bandish better than anyone and decides what treatment
suits it best. Others learn from him or follow him; keeping in mind what he intended. In this entire
process, it can be said that the thoughts of the original composers are followed in the tradition -
knowingly or unknowingly.

This analysis again draws attention to the lyrical aspect of the Bandish. The Vaggeyakar
knows the feel of the Raga and accordingly he has chosen the lyrics. He tries to maintain what the
poetry says, and Raga helps to keep it so. This shows that the relationship between the lyrical content
and melodic content is unbreakable.
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One might ask then, why do have Bandishes of different topics, sometimes exactly opposite
Rasas, in a same Raga? Raga Bihag has a popular Bandish ‘Lat Ulajhi Sulajha Jaa Baalam’ which
indicates romance. At the same time, the same Raga has a Bandish of separation ‘Mandir Deep Dhare
Birahana’. Bihag has many Bandishes which have various shades in their lyrical content. The
analyser must dive deep into the lyrical content to find its true meaning. Many times, a poetry consists
of some metaphors to indicate something subtle and divine. If ‘Lat Ulajhi’ is Shrangara Rasa, then
‘Mandir Deep Dhare’ is also Vipralambh Shringara —a romance in separation. One can go even one
step ahead to seek the true divine meaning in it. It is not a mere Shringara between two lovers; it is
a divine love; a Bhakti between Jeeva and Shiva or Devotee and God. The praise of kings or
Ashtanayikas are mediums to praise God. Hindustani vocal compositions use various such themes,
but if contemplated on them deeply, one can figure out the true meaning. This is the beauty of a
poetry. It gives the divine touch to music. The improviser can keep this in mind while developing
the Khayals.

Conclusion- From the analysis above, one can say that a Bandish is a well-thought amalgamation of
lyrics and music which is intended to maintain, explore, and nurture the Rasa of the Raga.
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Abstract-- Mahapurusha Srimanta Sankardeva was an Assamese saint and scholar. Sankardeva
has contributed immensely for the Assamese religion to language, literature and culture to creative
art. He spread neo vaishnavism in Assam and also help the society to regain its faith, culture,
social organisation and integrity.

In 15th century Sankardeva propagated bhakti dharma among the common people through
his writing and acting on a full - fledged Assamese drama which is called as Ankiya Bhaona or
Ankiya Naats. The whole structure of Ankiya Naats are made up of Sanskrit drama or the classical
elements. However, he ornamented the plays homely by connecting some elements of Assam's semi-
dramatic events, like 'Putala Nach’, ' Ojapali’, etc. He composed all total six number of Ankiya Naats.
One of the Speciality of this Ankiya Naat is Sankardevas planning of dance in its composition. Dance
is more prominent in Ankiya Naats even though it is dramatic. Dances are scattered in Ankiya Naats
from the beginning to the end and which are later known as "Sattriya Dance".

Among the other classical dance form, "Sattriya™ is one of the classical dance form which is still
prevalent in the Satras of Assam as a living tradition.

This research paper will study about the dances which is a part of the Sankardeva's ' Ankiya
Bhaona'.

Keywords- Ankiya, Assam, Bhaona, Cultural, Sankardeva

Introduction- Ankiya Naat, has been one of the greatest contributions of Sankaradeva towards
Assamese culture and society. It is said to be the greatest because Ankiya Naat combines all the
cultural elements that he created- musical instruments and accessories, songs and music, dance and
drama, colour and light, costumes and musk etc.

-4 w1 (3319, T [ |
{7 AR & T 293 9 11

For propagation of his creed ‘Ek Sarana Naam Dharma’, Sankaradeva created Ankiya Naat.
To convey religious messages to the villagers through entertainment, Sankaradeva created this art
form- which is full with dance, music, drama, colour, light and many more. In mediaeval Assam, the
illiterate rural folks were sharply divided in caste lines, where practice of black magic and animal
(even human) sacrifices were common, Sankaradeva showed the path of salvation through ‘Bhakti’
(devotion) simply by means of Naam i.e. congregational recitation or musical conversation with the
God. This new art form called Ankiya Naat demanded cooperation of a large number of people
irrespective of caste differences and it also abled to pull large crowd undermining caste differences.
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The Sattriya dance emerged within the fold of Ankiya Naat. Sankaradeva’s choreography of a large
number of dances used in Ankiya Naat has been the focal point of study of this seminar paper.

Objectives of the study- The prime objective of the present study is to understand the proper use of
the dance numbers created by Sankaradeva in his Ankiya Naat as well as to understand the theoretical
background of these dances.

Methodology of the Study- The paper is descriptive in nature. Analytical method is also used for
this study. The paper is based on secondary data collected from various books, journal, internet
sources etc.

Ankiya Naat and Sattriya Dance- Like Kuchipudi of Andhra Pradesh and Kathakakali of
Kerala, Sattriya Dance of Assam has also emerged from a form of dance-drama called Ankiya Naat.
Ankiya Naat has been the seedbed of the Sattriya Dances of Assam (Mahanta, 2016, p. 75).
Sankaradeva created Ankiya Naat as a composite form of dance, drama and music- where story
reveals through music, dance and dialogue. However, dance played more significant role in Ankiya
Naat. Madhabdeva the chief apostle of Sankaradeva and few other disciples, inspired by their Guru
created a number of dance numbers outside Ankiya Naat. Thus, Sattriya Dance has consists of two
distinct sets of dances- one for the drama and other for independent performance.

It is mentioned earlier that though Ankiya Naat is drama, dance plays a very significant role
in the sense that without dance nothing can happen in it. Right from the beginning to the end, Ankiya
Naat is dance, dance and dance. The entry and exit of characters in the stage, the fights, and the love
affairs- everything depicts through different dances in Ankiya Naat.

One distinctive character of Sankaradeva’s Ankiya Naat is that it comprises all the three
aspects histrionic art, viz. nritta, nritya and natya. Nritta corresponds to pure dance that comprises
basic stance, footwork, decorative hand movements, jumps etc. In Nritta everything is stylized and
has high aesthetic value. The Nritya is the interpretive dance (abhinaya). In Ankiya Naat, nritya is
exhibited through the interpretation of Geeta- Sloka and Bhatima. Natya- the composite of music,
dance and speech is the soul of Ankiya Naat consists of definite theme and dialogue. In Ankiya Naat
, Nritta provides aesthetic beauty to the audience while Nritya and Natya brings the theme to the
heart of the audience.

The Repertoire of the Dance- The performance of Ankiya Naat is called bhaona- which has a
rigorous dance repertoire of its own. In it all the characters of the drama, irrespective of their roles,
need to perform dance. No character can enter or leave the stage without dancing. This principle of
compulsory dancing by each and every character of the play gives birth to a varied and large number
of dance items.

The full-fledged repertoire of Ankiya Naat consists of nine distinctive dance items (Mahanta, 2012,
p. 276). These are-

a) Gayana-bayanar nac (Dances of preliminaries)
b) Sutradhari- nac ( Dance of Sutradhara)
c) Gosai Pravesh nac (Entrance dance of Lord)
d) Gopi Pravesh nac (Entrance dance of the principal consorts of the Lord i.e. Gosai and
heroine of the play with her female companions)
e) Bhawariya Pravesh nac (Entrance dance of dramatic characters)
f) Yuddhar nac (Dances used in fighting, war)
g) Geeta-Sloka-Bhotimar nac (Dances used in songs, hymns etc.)
h) Bhangi nac (Dances with optimum physical possibility)
i) Kharmanar nac (Dance in kharman tala)
A brief discussion of the above mentioned dance items will be helpful to understand the uses
of different dances in Ankiya Naat.
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a) Gayan-bayanor dance (Dances of preliminaries): The dance of Gayana-bayana is the most
important part of the Preliminaries (purvaranga). It is to be mentioned here that before the
beginning of the actual drama preliminaries are performed on the stage to secure heavenly grace
for the show. Natyashastra mentioned about 19 preliminaries out of which 16 preliminaries are
performed in Ankiya bhaona. The actual preliminaries start with the holy orchestra called
Gayana-bayana. The orchestra troup comprising the bayanas (drummers) and gayanas (singers
with cymbals) enters the stage by passing through Agnigada- a kind of fire work which is placed
in the extreme end - opposite of Guru-Asana (Holy alter). At the back side of Agnigada, a curtain-
known as Ar-kapur is held by two monks and the troup bows to the Guru-Asana and enters the
stage amidst the sound of haridhani- shouting glorification of God and beating of instruments
like Doba (Big Drum), Khol, Tal striking of Bar-kah and blowing of Kali etc.

The orchestra starts its initial concert called Boha Cabhini (in sitting position). In this concert
the bayanas plays more significant role than the gayanas. The bayanas plays khol and hence gets
less scope to use hand gestures. After Boha Cabhini, the troup plays the Thiya Cahini (in standing
position)- where beautiful foot works are used by the bayanas while plying Khol. Immediately after
the completion of the Thiya Cabhini, the orchestra starts dhemali- (pleasure sport) which has been the
richest and most elegant part of the concert. It is generally inter-woven with various styles of the
instrumental music with dancing and singing. There have been at least 19 dhemalies (Mahanta,
2016, p. 189) and a unit comprising maximum 4 dhemalies, selected among the 19 are played as
preliminaries.

Thus, Gayana-bayana is a group dance where uses of hand gestures are limited as the dancer
and the drummer is the same person. Yet, hand gestures like Jalak, Chata, Mujura (Swastik), Ketela,
Alapadma etc. are used repeatedly. The drummer-dancers perform extensive foot works along with
attractive body movement like- dipping, bobbing, leaning, elevating, whirling, jJumping etc. Leaning
known as ‘hali’ has been a most notable characteristic feature of this dance form.

b) Sutradhari dance (Dance of Sutradhara): The Character Sutradhara has been a unique creation
of Sankaradeva in the sense that in Ankiya Bhaona, Sutradhara has to perform a comprehensive role
from the beginning to the end of the drama as a dancer, singer and above all as a stage director. In
Sattriya repertoire, the dance of the Sutradhara combines all the three components of classical dance,
viz., nritta, nritya and natya. The dancer begins with a long nritta piece and continues for pretty long
time (Mahanta, The Sattriya Dance of Assam, 2016, p. 115). After that sutradhara presents abhinaya
part- which are generally incorporated in the text of the play in the form of sloka, geeta, bhatima etc.
It is to be mentioned here that the Sutradhara himself has to recites these compositions and has to
interpret these through gesture. The Sutradhara has to perform a number of functions relating to
preliminaries like- Nandi, Prastavana, Prarocana, Trigata and Rangadvara.

The dance of the Sutradhara is woven with tandava style of dancing. The entire dance is
classified into following sequences-

a) Proveshor nac (Entrance dance)

b) Ragor nac (Dance in Raga)

c) Gotor nac (Gotor dance)

d) Slokar nac (Dance in Sloka)

After the entrance, the Sutradhara performs a considerable number of pure dance sequences
and then he recites raga. After reciting raga, the Sutradhara presents dance in raga. After presenting
dance in raga, the Sutradhara recites the bhatima and performs abhinaya (acting) in its tune. After
presenting bhatima, the Sutradhara presents Gotor nac. The last part of the Sutradhari dance has
been Slokar nac i.e. dance in Sloka- which is a pure dance piece performed in slokar-bajana.

c) Gosai Pravesh Nac (Entrance dance of Lord): The entrance dance of the Lord in a dramatic
performance is called Gosai-nac (Mahanta, The Sattriya Dance of Assam, 2016, p. 121). In
Ankiya Naat, Lord (Gosai) is either Rama or Krishna. The main story of the play starts with
entrance of the Lord- i.e. either Rama or Krishna. Before entrance of the Lord, an entrance song
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called as pravesar-gita is sung in the Sindhura raga in line with pravesiki dhruva as mentioned
in the Natyashastra. An example of pravesar-gita of the play Parijat Haran is as under-

Pravesh Geeta (entrance song) / Raga: Sindhura/ Tala: Ek Tala
Dhrung “Are Godrurketu Keyoo Parvesh
Madanak Laj Herirup Lesh”

The Gosai-nac is a pure dance arranged to the rhythmic syllables of Khol, set to tala. Generally, in
Ankiya Naat ‘Bongshi hasta’ (hand gestures showing flute in hand) is used in case of Krishna and
‘dhenu hasta’ (hand gestures showing bow and arrow in hand) is used in case of Rama in the Gosai-
nac. In some plays, the chief companion of the Lord also appears in the stage along with the Lord.
The companion of the Lord is determined by the theme of the play. Thus, in the play Rama-vijaya
the Lord (here Rama) is accompanied by Laksmana and Krishna is accompanied by Rukmini in the
play Parijata-harana. The male companion of the Lord takes their position in the same row after the
Lord and dance accordingly. On the other hand, the female companion of the Lord takes her position
behind the Lord and perform dance in Lasya style.

d) Gopi Pravesh Nac : This is the entrance dance of the principal consorts of the Lord i.e. Gosai and
the heroine of the play with her female companions. In Ankiya Naat, Gopi Pravesh nac takes place
after the Gosai Pravesh nac. A pravesar gita (entrance song) is sung in Suhai raga before the
entrance of the Gopi. Gopi nac is a pure dance woven with purely lasya technique of dancing. It is
performed in bajanas set in ek-tala in holy orchestra. Projection of feminine grace has been a
distinguishing feature of the dance. An example of Gopi pravesar gita (entrance song) of the play
Rukmini Haran is as under-

Raga: Suhai, Tala: Ek Tala
Dhrung “Aawot Rukmini Koi Porosar
Sakhi Saba SangeRange Karata Bihar”

e) Bhawariya Pravesh Nac (Entrance dance of dramatic characters): It is mentioned that all the
characters of the Ankiya Naat have to enter the stage by performing a dance- specifically
choreographed for that character. In Ankiya Naat, Bhawariya i.e. characters means all the other
characters- except Sutradhara, Gosai and Gopi. Thus, Bhawariya implies Raja (King), Rishi-Muni
(sages), Raksasa (demons), Dut (Massanger) etc. Generally, before the entrance of the main character
like king, an entrance song- expressing the status, mood, costumes etc. of the king is sung.

Only a short piece of Bajana without flourishing ingredients, called ‘bhongi-bajana’ is provided
to the other characters of the Ankiya Naat. The dance is mostly built with foot works and body
movements and hand gestures have little importance in it. It seems that Sankaradeva followed the
Natyashastra regarding classification of characters in Ankiya Naat. In Ankiya Naat, the characters
are classified into three different types- superior, middling and lower category characters. It is
noteworthy here that on the basis of rank and corresponding characteristic features and ranks in the
drama, different actor-dancers are provided with differently choreographed dance piece.

The heroes of the Ankiya naat have been classified into 4 types in accordance with the
Natyasastra. These are-

i.  Dhirodatta - It refers to a hero who is passionate and ambitious, brave and haughty,
self-controlled and exalted. He is brave and noble minded and has forgivness. Example-
Sri Ramchandra.
ii.  Dhira prashanta - It refers to the self-controlled and calm type of hero- who is brave
and yet calm and thankful. As for example- Karna, Boloram etc.
iii.  Dhiralalita- Such type of heroes are brave and sportive, self-controlled and light-
hearted, fond of arts, always happy and carefree. As for example- Krishna.
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iv.  Dhirodatt- One who is elusive, fickle minded, greedy, boastful etc. Example- Raavan,
Kans etc.

It is to be mentioned here that prior to the entrance of the kings bearing Dhirodatta and
Dhiralalita character, an entrance song (pravesiki-dhruva) is sung. The dance piece for the entrance
of the kings is variegated as each dance piece is choreographed distinctively according to the nature
of the character. The bajanas used in this dance number reveals its distinctiveness as kings bearing
Dhirodatta and Dhiralalita character shows dignified stepping, while the kings bearing Dhirodatt
character places their steps in a nimble manner and tries to evoke a sense of gallantry through body
movements.

In Ankiya Naat, there are specified pravesar gita (entrance song) for characters like Sisupala
(king), Jarasandha (king), Narakasura (king), various sages, Bhat etc.- which are sets to particular
raga and tala. Sometimes pravesar gita (entrance song) contains description of the characters and
its deeds. An example of pravesar gita (entrance song) from the play ‘Ram Vijaya’ is as under-

Dhrung- “Aawe Koutuk Kousik Chanda”
Mala Mathe Hate Dhoru Danda
Pada- Laroyo Bahu Hariguna Gawe
Sasokita Vabe Choudise Sawe”

f) Yuddhar Nac (Dances used in fighting, war): It is already mentioned that in Ankiya Naat nothing
can happen without dance- even war. So, Yuddhar nac is a piece of dance where fighting scene is
depicted. The actor dancers generally use accessories of warfare like- bows and arrows, shields and
swords, thunderbolt, spears etc. The accessories used in war are symbolic in shape and made of wood
and bamboo. There is no physical striking and everything is presented by means of hints, gestures
and postures.

In Ankiya Bhaona, the actor-dancers have to strictly follow the rules of sthana (standing and
readiness) as mentioned in Natya Sastra regarding taking aim and discharge of weapons. The actor-
dancers make ready their weapons from the Alidha sthana and to discharge their weapons from the
Pratyalidha sthana as described in the Natya Sastra. In this way it can be said that Yuddhar nac has
some classical connotations. It is noteworthy here that Yuddhar nac is performed to bajanas set in
various talas like- Ek tal, Cuta tal, Rupak tal, Pari tal etc. It is also worth mentioning here that for a
particular weapon, a particular bajana has been designed to suit it.

g) Geeta-Sloka-Bhatimar Nac (Dances used in songs, hymns etc.): Ankiya Bhaona is packed with
songs and music. Songs are used to present the story attractively as well as to interpret the story to
the audience. The actor-dancer has to perform dance in three different literary compositions, viz.,
Geeta, Sloka and Bhatima. So, these dance numbers are interpretive dance. To intensify the emotive
content of the song, the actor-dancer resorts to miming.

Natya Sastra mentioned about five kinds of dhruvas songs in a drama- which are also used
in Ankiya Naat. These are-
i) Pravesiki (Entering)

il) Naiskramiki (Departing)
iii) Antara (Transitional)

iv) Prasadiki (Calming)

v) Aksepiki (Indivating)
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This Geetar nac is based on Aksepiki, Prasadiki and Antara dhruvas. Above all these songs,
Nandi Geeta and Khorman Geeta are also used in Ankiya Naat. In Ankiya Naat, dances are performed
in two types of sloka:

A) Nandi sloka, and
B) Sloka described in the play.

In Ankiya Naat, four different types of bhatima are used. These are-

a) Nandi

b) Bhator Bhatima

c) Caritramukhor Bhatima
d) Muktimangal Bhatima.

It is worth mentioning here is that to perform dance in the above mentioned three different
literary compositions, the dancer-actor needs comprehensive knowledge of dance (nritya) and acting
(natya). Another cardinal feature of dances in Geeta, Sloka and Bhatima has been that a word for
word interpretation through hand gestures is necessary in dance in sloka and Bhatima. However,
display of imperative hand gesture for each word of bhatima is obligatory, while in case of sloka, it
is the option of the actor-dancer (Mahanta, The Sattriya Dance of Assam, 2016, p. 102).

h) Bhongi Nac (Dances with optimum physical possibility): Bhongi nac lies scattered in the entire
drama and helps in presenting the story in a more artistic way. The dance pattern is brief but well
developed. Through these dance numbers, different circumstances and situations relating to the
theme of the drama are exhibited attractively. Bhongi nac emerges out of the dramatic events like-
Kalidaman, Parijatharan etc.

i) Kharmanar Nac (Dance in kharman tala): The name of the dance is connected with the name of
a particular tala- called kharman. The drama ends with the performance of the dance. It is always
performed by the hero and in sometimes the companion of the hero as well as all the actor —actresses
of the drama participates in the dance.

Conclusion- Ankiya Naat can be reasonably termed as dance-drama in the sense that dances plays
a very significant role in it. So actors in Ankiya Naat not only need knowledge of acting but also
deserve a good knowledge of dance.

With the change of time, society has also changed- which ultimately brought changes to the
culture. In changing situation, already some essential elements of Ankiya Naat like- compulsory rules
governing entrance and exit of characters of the drama have disappeared. Similarly rules governing
Yuddhar nac have also disappeared. If this trend continues, Ankiya Naat will be like ordinary show
of theatre or a serial. Ankiya Naat, devoid of its age old traditions, still may remain as a source of
entertainment- but people will perhaps unable to believe that Ankiya Naat had been the seed bed of
Sattriya dance.

In the mediaeval Assam, Sankaradeva had to deal with illiterate rural folks- who may not
even comprehend dialogues. So, he introduced dance in his dramas. Those who cannot understand
dialogues can easily comprehend it through dance. The language of dance is universal. Hence,
Sankaradeva took help of dance to connect the illiterate masses. It looks that Sankaradeva didn’t
created dance as an autonomous domain like drama, but created it to make his drama more attractive.
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MUSIC IN JAINISM
(RAGA IN BRIHHADDESI AND RAGA-DHYAN IN
SANGITUPANISHAD-SARODDHAR)

-Shilpa Vijay Shah
Phd Research Scholar (Music),
Sarvajanik University, Surat

Abstract- Matang Muni is the first author to describe the word raga,and he has started his
description, with a tantric halo, or the desitva of dhvani, and then he goes on to describe svaras,
each as having deities, and also gives a tantric manglacharan shlok in the beginning of desiraga
chapter .

Jain acharya Shri Sudhakalash also is considered the first author to describe ragas-raginis in form
of personification and classifies ragas and raginis according to their gender. His descriptions of
svaras and raga- raginis also seem to have a common tantric influence like Matang Muni.

Thus there appears to be the commonness of tantric influence in both these valuable texts,
Brihhaddesi, being the first text to contain description of the word "Raga and Sangitupanishad-
Saroddhar being the first text to contain descriptions of raga visualizations in form of raga- dhyanas.

The raga dhyan parampara strongly reflects the consonance,communication and exchange in music
and other arts like miniature painting and at the same time also shows the music flow of change and
continuity from Raga to Raga dhyan iconification

Keywords- Jainism, Raga, Brihhadeshi, Raga Dhyan, Sangitupanishad Saroddhar

Introduction- Matang's Brihhaddesi : Concept of Raga. Raga is a unique concept of Indian music
and Matang's text throws a flood of light on the history of music as it contains the description of
‘Raga’ for the first time in music history as follows:1

This is the earliest definition of raga in terms of rajyate (delight), ranjaka (pleasing), and ranjana
(colouring). So ‘Raga’ is that which colors the mind. In the words of Matang Muni:

That which colours or delights the mind of the good, through a specific - svar and varna or
through a type of dhvani is known by the wise as ‘Raga’. That which is a visesa (special) dhvani,
bedecked with svar and varna and is colorful or delightful to the minds of the people is called
Raga.“Raga is born from the act of colouring or delighting, this has been said to be the etymology
of the word raga.1(BD 3.263.66). Further, in BD, the classification of notes in form of sonance also
gives rise to the notion of individuality of ragas,which is further seen in the text of Sudhakalash
where he assigns every raga a distinct visualization.

In the Brihhaddesi, the four-fold division - vadi, samvadi, anuvadi, and vivadi comprise
samanya/general division.According to him the vadi or vadana is directly related to qualitative aspect
of raga determined by the ansh svar. It is the vadi svaras though only seven, that are to be understood
as tenfold like the ansh2 (BD 1.4.anu 20) .1t produces the ragatva of raga ie ragasya ragatvam which
means the raga-ness of raga. Matang Muni also pointed towards the quality of singularity of raga and
raga-ness of raga, which means that there is a musical and aesthetical uniqueness of every raga
individually.This aspect has paved the way for Sudhakalash also in his aesthetic descriptions of all
ragas.
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Thus on one hand we find according to Matang Muni, classification of ragas in a strict - shashtric
extrovert approach while on the other hand we have Shri Sudhakalash who has classified ragas and

raginis in an aesthetic approach having imagination and contemplation of raga dhyanas, which are
introvert in nature.

Classification of Ragas: Brihhaddesi:

The gramaragas in Matang's work are classified according to seven gitis (more as performance styles)
defined by other features like ornaments, relationships, rhythm, text etc. The gitis are as suddha,
bhinna, gaudika, raga giti/ vesara, sadharani, bhasha and vibhasha. He gives the names of Ragas for
the first time as Takka Raga, Souvira Raga, Malava Pancham Raga, Khadava Raga, Malava Kaisika,
Votta Raga, Hindoloka and Takka Kaisika raga, and later he assigned bhasa -gitis to them which are
suggestive of female characteristics, and a pointer in new direction for for future musicologists.3

Sangitupanishad Saroddhara by Shri Sudhakalash:

The oldest extant descriptions of ragas in terms of personification or deification is first seen in this
music treatise written by Jain Acharya Shri Sudhakalash in 1350. This Treatise is amongst the few
texts written which deal with essentially the tantric characterization of raga. In this treatise, along
with the technical description of ragas, extra-musical significations are designated by short
couplets/poems called dhyana or contemplations. His descriptions also correspond to literary sources
which depict raga in miniature paintings in Kalpasutra manuscript. The raga paintings are multi-
armed and multi-headed representations of deities, featuring typical emblems and animal vehicles.

Dhyanas:Dhyana is a technical term borrowed from yoga. It is the seventh step amongst the eight
steps of Patanjali in his Yogasutra. This could imply that the raga-dhyanas suggest that music was
viewed as yoga and secondly usage of the word dhyanas is also used in tantric texts, so it could
mean a tantric dhyan.Thus we can understand that the personification of ragas in terms of deities is
based in the philosophical and yogic discipline of Tantra.

Tantra: Tantra is a complex combination of Indian beliefs rooted both in Aryan and non- Aryan
traditions. The treatises and practices that formed the core of tantra developed during the second half
of the first millenium and can be traced back to many religions namely Hinduism, Buddhism and
Jainism and it was also seen in cults like Sakta (the cult to devi, or the goddess), Saiva (the cult of
Shiva) and Vaisnava (the cult of vishnu).

Tantric Evidence in Music:

The earliest evidence of a tantric view of music comes from the manglacharan shlok of Brihhaddesi,

which is the auspicious introductory stanza of desiraga chapter. There is a debate constantly going
on regarding the possibility of descriptions of raga-dhyanas in Brihhadesi, but as now, only a few
verses of this chapter are existing.

But the manglacharan shlok indicates that the chapter on desi-ragas was strongly conceived in tantric
terms. Yet the fact remains that the oldest source of tantric raga dhyanas are in the treatise of
Sudhakalash. It is matter of indepth research whether the roots can be traced back to Matang, or
whether the system of raga-dhyana seems to have developed in the context of desiragas of Matang.
It is also a matter of investigation. as to what was the source of Shri Sudhakalash regarding his
description of tantric raga dhyanas and whether it was a source from within the stream of Jain beliefs
and practices or borrowed from other religion or maybe other way round.

Apart from this, there is also another astonishing commonness in both these texts. A tantric halo of
svaras in both the texts.

Matang says each of these namely sa, ri, ga, ma, pa dha, ni has an agamic significance, the svar ri
and ni are ending with short i, they represent the Kama-bijia (Sakti-bija) and the other five svars are
endowed with Visnu-bija.Matang has given deities for each svaras, following early tradition of vedic
literature.4
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Matang explains dhvani as para yoni, as the basic womb of all creation. This can only be understood
in terms of yoga and tantra

Sudhakalash also mentions Shiva and Shakti in his treatise to explain universe and to attribute
masculine and feminine characteristics and also explains that the sound -nada is perceived in two
hand cymbals because they embody Shiva and Shakti.Sudhakalash has not given much technical
information on svaras but instead Sudhakalash has described svaras, their physical appearance( as
multi-armed, multi-headed ,head of an elephant etc) colour, and their deities(which vary with
Matang’s deities of svaras),which is a tradition found in tantric ritual literature.Jaina meditative and
devotional tradition had for its subject matter a large multi leveled pantheonof deities and subordinate
deities. He also describes the shrutis, taans, murchannas and grams, which finds co-relation to
paintings in Devsano pado kalpasutra manuscript. The source of his descriptions of svara, shruti,
taan, murchana and gram is yet an area to be researched on.

Thus the concept of tantric raga-dhyanas and such description of svaras etc all seem to be in some
commonness with the Brihhaddesi of Matang Muni and there seems to be a tantric influence on both
these authors.

The Tantric Raga-Dhyana of Sudhakalash- The raga-dhyanas given by him are purely tantric in
nature. They do not deal with human being.Each raga has been described, the colour of the body, the
colour of the attire ,how many hands it has and what is held in each hand i.e ayuddha. Ayuddhas do
not only mean weapon,it also may mean "what you hold in your hand” so ragas are described
according to the number of their hands, according to the ayuddhas held in each hand and also
according to their vehicle (vahana).Just as Shiva has nandi as vahana, and just as Kartikeya has
peacock, each and every raga and ragini has been described with a vahana. Thus these raga-dhyanas
reflect strongly the tantric stream of thought .

Classification of Ragas : Sudhakalash

This is also the earliest known work on iconography of various ragas. It is an important text as it
reflects the change in understanding and classifying the ragas and raginis by assigning gender and
visualising an iconography. The ragas are multi armed tantric style deities.The raga dhyanas are
described in chapter three, from verses 72 tol111.

The book also mentions ragadhyanas of six ragas namely Sri ,Vasanta, Bhairava, Panchama, Megha
and Nattnarayan ragas and their Bhasas.5

Conclusion- The study of both the texts show regional influences and development of aesthetic
aspects apart from the shashtric rules. There also appears to be some commonness of tantric influence
seen in both the texts which point towards the prevailing tantric trends of that eras. The raga dhyan
parampara strongly reflects the consonance, communication and exchange in music and other arts
like miniature painting and at the same time also shows the music flow of change and continuity
from Raga to Raga dhyan iconification.
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