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Mind

Mind you own business, Never
mind, at low mind, To the one mind, To call
to mind,  To make up one’s mind,

Sub conscious
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Unconsion stage

John
B. Watson

'We think with the whole body when an
individual reacts to an object or a situation
his whole body reacts.'

George Hurtman

'The body breath runs and digest but it
also loves dreams and write history.'
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Therapy Course

Hospitals, General Psychiatric, Schools, Out
Patient Clinics, Mental Health Centre,
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Therapy Trust (Delhi), Music Therapy
Centre (Mumbai), Sampoorna Music
Therapy Centre (Banglore), Correctional
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What oft was thought but never so well-
expressed.1
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of the beauty in art and nature” 
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Introductions
The ‘Dhol’ is a percussion instrument
found since the civilization started. It is
one of the ancient instruments of
mankind. Since the time of Natyashastra,
when tripushkar was the most commonly
used percussion instrument. The
Dholkinds of instruments havealso
survived and have evidence of its
important. The Dhol are of many kinds
and many types and found every corner
of the world. The shape and sizes depends
upon the locality. The nomenclature of
the Dhol also differs according to the use
and type. Today in this modern era and
in the world so many kinds of dhols are
there-like Dholak, Khol, Mridang,
Pakhwaj, Tabla, Bhangra Dhol, Naal, etc.
But this particular (indigenous drum) Desi
Dhol, it seemed so different from others,
as per philosophical, physical and
performing aspects. Itrelates with the
society and play important role in the
rituals. People in the region of lower
Assam and the northern part of Bengal
call it as Desi Dhol. It’s a unique
indigenous percussion instrument of
India. As per socio-cultural overview, it
has been playing a very important role
since a long time in this society.

There are so many folk artists in this
particular region and many of them turned
aged but experienced. They can introduce
this art form to the new generation of the
society. Simply we can say that it
maybecome a traditional cultural bridge
between old and new artists. On the other
side newinterested generation can reach
them (old artist) to learn something as
per their cultural, researchable and
professional needs. This paper will help
to create good relationship, friendship and
a cultural brotherhood in between all folk
artists.

The Desi Dhol
To make a Desi Dhol the things required
are wood, rope, aniron, leather, ringalong
with the supporting tools like hammer,
bamboo etc.This instrument has
originated in its current form from the
lower part of Assam in North east India
and the northern part of Bengal. About
500 hundred years ago. It is said this
instrument was first time used in the
ceremony offirstking Biswa Singhain
Kochdynasty.

This instrument comes in the
category of Drum and found in all part
of the world. For example, in Nepal and
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Bhutan, it’s called Yangji.In Nepal, little
different structured Dhol called as Madal
is used in folk music. It was originated
in the Magar community of Nepal. It is
the National instrument. It is used in the
Nepali folk songs and rituals. It is again
of two kinds in Eastern Madal and
Western Madal, which differs in shape
and size. In the Bangladesh and West
Bengal, little modified Dhol called as
Dhak is a traditional musical instrument.
It is played by striking with bamboo
sticks. In ancient days it was called
Danka.

In earlier times, Desi Dhol was used
to be played on the inauguration
ceremony in different types of rituals; it
was also used to be played for awareness
of the people for the different government
notices etc. Along with the Dhol also used
in Bhuimali instrument.

Now a day’s so many modern and
western instruments are available in India.
Most of these instruments are made up
of Synthetic membrane instead of leather.
In the practice of the new trend, the
originality is going down day by day. And,
the local instrument makers are not
interested to kill their indigenous
traditional method which they learnt from
their past generations. Besides they have
no idea about the utility of new trends
and this help to prevent to lose their own
tradition. If new trend will continue, in
the coming days it may be harmful for
the tradition and the identity of the
indigenous art form.

Thomas (2007) “Music and musical
instrument of the Garo tribe of North-
East India”, in his book, he has mentioned
a sub-classification of musical instrument
which are Idiophones, Aero phones,
Chordophones and Membranophones.
And out of them, Membranophones have

skin or membranes stretched over a frame
(as in the tambourine) or over the ends
of wooden or metal cylinders as in the
three major type of drums. The Garo have
a wide range of drums ranging from 4
feet 3 inches in length to the tiniest which
is only about 5 inches in length. They
prefer Gambil wood for the frame of the
drum. The Garo have different styles of
playing the drum depending on the area
they come from.

Sharma (2008) in his book ‘Music
culture of North-East India’, carried out
a study on musical cultures of North-East
India. In this book, he discussed about
Avanaddha Vadya, Ghana Vadya, Sushira
Vadya, Tata Vadya. In avanaddha vadya,
instruments are covered with a hide or
skin for example Dhol, Nagara, Bheri,
Madal, Damru, Khol. Dhol is a common
drum used in Bihu song and dance. It is
played by striking one side of the Dhol
with one bamboo stick and by striking
the other side with the palm. Drums are
two headed and they are hanged in the
neck with cloth and placed in the lap.

Ghosh, (1997), in his book
‘Sangeeter Itibriti’, has described the
membranophones and its measurements
and types. The different types of
membranophone instruments are Dhol,
Khol, Dhak, Madol, Domfo, Korka.
Theseare playedusing pressure with
finger. And wood is being cover in this
instrument.

Dutta (2014) carried out a study on
Sangeeti kee and in this study, he
described the topic on Banglar
Lokobadya. In this topic, some ancient
instruments like Muraj, Potoho, Mridanga
Chokka, Damru, Modul, are mentioned.
Now a days, as per the new traditions,
these types of ancient instruments are not
used in West Bengal.

“Desi Dhol” of lower Assam and Northern West Bengal



Barman (2018) carried out a study
on Bhawaiya Saralipi” in his book
“Bhawaiya Saralipi”. He described
Bhawaiya folk songs and explained the
notation along with different Taalas of
DesiDhol. From the book I found taalas
such as Hasti, Jhatka, Chaddyasoyari,
Saitol, Baromaisya, Chabissa from.

Problems affecting Utility of Dhol
• The collection of raw materials -

now, the government has restricted
the cutting of trees. That’s why, due
to there striction of thegovern
ment,people are being discouraged
to grow new trees. This is the main
problem because to make this
instrument local trees like Jackfruit,
Mango, Gamari are necessary.

• Dholmaker Gokul Raysays that,” the
availability of the local rawmaterials
is vanishing day by day from our
society. And that’s why prices of
these are goinghigh.”

• Most of the times, general people
and the instrument players are not
able to buy an expensive Dhol.

• Local History says that most of
artists in this region are those who
belong to families living below
poverty level. They are not able to
bear this. And gradually they lose
theirinterest.

• There is no theoretical history in
Desi Dhol in this subject in this
region. Somewhat of a little oral
history isthere.

• The making process in some
families is going from generations
wise but new comers are not
interested to take this to keep this
practice like their previousgenre

After the discussion and interview
with the artists, it is found that the Desi

Dhol is having specific bol system. The
sound that can be nomenclature as
Gurung Gurung , furung furung etc. the
other sounds resembling like the chanting
od hare Krishna hare Krishna ,
hariharibolare also been produced.
Theseall nomenclatures comes from folk
“boli” (talk), which are expressed by the
honorable artist of Desi dhol. Which is
used in learning, performing and teaching
to their student?

If we represent this as per Bhatk
hande notation process it will be like

1. 16th matra, Bivag 4, chondo 4/4, tali
3, khali1,
| hare Krishna hare Krishna | Krishna
Krishna hare hare
| hare ramahare Rama | Rama
Ramaharehare |
Expressed by Sri Gabinda Barman,
barokodali, coochbehar.

2. 16th matra
| ghughunaghuutghuna|
ghughunaghuutghuna Na
| takhutkhutkhutta | takhutkhutkhut
ta |
Expressed by Nitta Kinnar, Bhetaguri

Desi Dhol

Conclusion:
We can say that, in the tradition of folk
music and culture the percussion



instruments have played an important role
time to time. This is a pity that many of
the folk instruments have been
disappeared because of negligence. But,
there are some evidences of evolution in
the form of instruments which moulds
their shape and quality according to the
changing scenarios. The DesiDhol has its
own significance in the folk culture of
lower Assam and North part of West
Bengal. This is the time when we should
put effort to do some research based
works, so that the traditional instruments
like DesiDhol can survive enduring the
culture of North Bengal. Some peoples
are already working for it and it is a good
sign.

References:
1. Thomas Iris Watre, Music and musical

instrument of the Garo tribe of north-east India,
Akansha publishing house, New Delhi 02,
ISBN 81-8370-079-9, page 60

2. Sharma, Dr Prabal 2008, Music Culture of
North East India, Raj publication New Delhi
02 ISBN 81-86208-55-0, Page 197.

3. Ghosh, Sambhunath, 1997, Sangeeter Itibrita,
Adinath Brothers publishers, Kolkata 73, Page
35.

4. Dutta, Dr. Krishnendu 2014, Sangeetikee
Monfokira publishers, Kolkata 99, ISBN 978-
93-80542-66-9, Page 46.

5. Barman, Jayanta Kumar 2018, Bhawaiya
Saralipi, Bangiya Sahitya Samsad, Kol 09,
ISBN 978-93-86508-56-0, page 165.

6. Mishra, Lalmani, Bhartiya Sangeet Vadya,
Bhartiya Jnanpeeth, New Delhi, 4th edition,
2011

7. Deva, B.C., Musical Instruments, National
Book Trust, NewDelhi, 1977

“Desi Dhol” of lower Assam and Northern West Bengal



ABSTRACT: India has a great cultural
influence and land of tradition. There are
64 traditional arts (Kala) are considered
in our country. Geet Vidya or Geet Kala
is considered as one of the major art
forms among all. Our Indian Classical
Music is a rich heritage of India and it is
also a part of Geet Kala. The world of
Hindustani Classical Music is boundless,
infinite, unparallel and inspiring form of
art. The tradition of the Gharana system
has been continuing since ancient times
i.e. from the Vedic times. The word
‘Gharana’ literary means a family or in
musicological terms it is also termed as a
‘school of music’. A Gharana can be so
called if it has at least three generation
of established guru-shishya tradition. The
Gharana gets its name from the name of
the place to which the founder musicians
belonged. The Gharana period is a
musical tradition that has been going on
since the medieval period. Nowadays, due
to the availability of educational facilities,
the importance of household has
decreased. But the pillars of the Gharana
tradition is still strong as it was before. If
we ask any renowned artist for his or her
singing style, we will find that he or she
belongs to any particular Gharana. As a
result, to become a great or renowned

artist, you have to be educated in one of
the Gharnas by staying in Guru-Shishya
tradition. This is a big contribution of
our Gharana Tradition. Some of the
famous Gharana for the Khayal Singing
are: Agra, Kirana, Gwalior, Agra, Patiala,
Bhendi Bazar, Jaipur, Rampur-Sahaswas
Gharana etc.

KEYWORDS: Kirana Gharana,
Khayal Singing, Ragas, Singing Style,
Indian Classical Music, Guru-Shishya
tradition

INTRODUCTION:
Kirana Gharana is one of the most famous
Gharana in our Indian Classical Music.
Kirana is a small city in Shamli district
in Uttar Pradesh. Khayal singing is the
prominent style of this Gharana. This
history of this Gharana is more than 150
years old. Basically, this Gharana was
founded by Ustad Abdul Karim Khan and
Ustad Abdul Waheed Khan in the early
1870s.

The singing of Kirana had always
attracted me amazed me through its
exciting singing elements whenever I
listened. When I was very young, I used
to listen Pt. Bhimsen Joshi ji even I did
not know about Ragadari music. I have

Manish Kumar
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found some profound happiness and got
interest to learn classical music. Then I
started to search Pt. Bhimsen Joshi Ji’s
style and founded that he belonged to a
Gharana named ‘Kirana Gharana’. Out
of this interest I started to learn music of
Kirana Gharana under Guru-Shishya
tradition.

Ustad Bande Ali Khan, the great
master of the Been had taught music to
Abdul Karim Khan. Ustad Bande Ali
Khan was taught by his father Ustad
Shadique Ali Khan. The main gist of
Abdul Karim Khan had beautiful musical
elements of Ustad Bande Ali Khan. Ustad
Bande Ali Khan had got the post of an
honorable teacher, whereas Ustad Abdul
Karim Khan is known as this Gharana’s
main inventor. Some of the disciples of
Ustad Bande Ali Khan are Murad Khan
Sahab Beenkar, Bhaiya Ganpat Rao
(Harmonium), Jafar Khan (grandfather of
Halim Jafar Khan), Rehmat Khan and
many mores. The legend maestro Bhaskar
Buva Bakhle was also initially taught by
Ustad Bande Ali Khan Sahab. Ustad
Abdul Karim Khan formed his own
singing style which soon came into
limelight. His mesmerizing music always
brought tears in the entire audience’s eyes.
His melodious and high-pitched voice
almost merged with the drone of his
Tanpura. He always used Jora Tanpura
in his concerts and sometimes for his own
practice also. It is said that Ustad Abdul
Karim Khan had two Tanpuras (a pair of
string instrument for practice and
accompany) or can be called Jora Tanpura
and he used to hire two persons for every
eight hours practice in a day. So, without
any doubt we can say that Kirana has
turned out to be the most prolific and
popular among all the Gharanas in the
20th century.

PROMINENT EXPONENTS:
Indian Classical Music is known for its
varied and sophisticated structure as for
its superfluity of legendary artistes and
their lineages or Gharana, each of which
have a unique identity. Some of the
renowned artists of the Kirana Gharana
are - Ustad Abdul Karim Khan (1872-
1937), Ustad Abdul Waheed Khan (1885-
1949), Pt. Sawai Gandharwa (1886-
1952), Pt. Vishwanathbuwa Jadhav(1885-
1964), Pt. Sureshbabu Mane (1902-1953),
Hirabai Barodkar (1905-1989), Roshan
Ara Begum (1917-1982), Saraswati Rane
(1913-2006), Gangubai Hangal (1913-
2009), Firoz Dastur (1919-2008), Pt.
Bhimsen Joshi (1922-2011), Pt. Basvaraj
Rajguru (1917-1991), Pt. Madhav Gudi
(1941-2011), Manik Verma (1920-1996),
Vidushi Prabha Atre (1932 onwards), Pt.
Mani Prasad (born on 1930-years active),
Pt. Kaivalya Kumar Gaurav, Jayateerth
Mevundi (from 1972 onwards) and many
more. Their contributions work as a pillar
to the coming generations of the Kirana
Gharana as well as in our Indian Classical
Music.

THE SINGING STYLE: Every
Gharana has its own unique methods or
techniques for the learners and
performers. The ancestors of Ustad Abdul
Karim Khan and Ustad Abdul Waheed
Khan were mainly Sarangi and Been
Players. In the beginning these teachers
were either Sarangi or Been players but
they also taught vocal music to their
disciples. Hence, their singing style bears
a strong impact from these instruments
and it gives an impact of smooth voice
production, tunefulness and sweetness of
tone as opposed to Dhrupad Gharanas
which used broad and heavy Meend and
Gamakas. So, it can be said that the
Kirana style demonstrates the influence

The Unique Style of Kirana Gharana Singing



of both the Rudra Veena and Sarangi
Baaz.

‘Swar’ or the individual note is the
main focus or centre of attention of this
Gharana. There is a famous Shlogan said
in Kirana Gharana in Hindi i.e. ‘TAAL
GAYA TO BAAL GAYA AUR SUR
GAYA TO SIR HI GAYA’. In the Kirana
singing style, every single note of the
Raga is considered as an important point
in that particular scale. We do expansion
(in Hindi it is known as BADHAT) of
every single note with tunefulness
respectively. Badhat is the art of
expatiating and developing Raga note-by-
note in an ascending and progressive
order in extremely slow tempo [1]. This
gives their Alaaps a full of emotion
quality. Some of the Ragas in which the
Kharaj or the lower Sa is prominent or
dominant are very suitable for this
sonorous Gayaki [2]. Hence, Darbari
Kanhada, Todi, Yaman, Multani etc. are
some of the Ragas that are sung broadly
in this Gharana.

Another unique feature of this
Gharana is Weaving pattern of Sargam
Taans. This was first introduced by Ustad
Abdul Karim Khan under influence from
the Carnatic Classical Style. Ustad Abdul
Karim Khan was the singer of the court
of Mysore. Hence, as a result a Carnatic
touch can be found in the application of
notes by many Kirana singers. Using the
words of the Bandish (Bol-Alaap) to
create melodiousness and tunefulness
instead of Aakar singing is another feature
of this Gharana singing. To observe the
sweetness, tunefulness and
melodiousness, Meend and some instinct
features of Kirana singing style we can
listen the recording of Ustad Abdul Karim
Khan which is available on you tube,
Raga Shudh Kalyan, Bandish- Bajo Ri

Bajo, Bandish compostion of Sadarang
Ji [3]. Ati Vilambit Laya (very slow
tempo) in Khayal Singing was first
introduced by Ustad Abdul Waheed Khan
in late 19th century. His music was
authoritative and he is known to have
been capable of performing a single Raga
for four to five hours at a time. His Ati-
Vilambit, sung in Raga Darbari Kanhada
(recording available on you tube) is one
of the great examples of his innovation
[4]. A classical musician can understand
the Chaindari and deep feelings of Ati-
Vilambit Laya. He was conferred the title
of ‘SIRTAAJ-E-MAUSIKI’: the crown of
all musicians [5]. Ustad Amir Khan also
very highly inspired by the Gayaki of
Ustad Abdul Waheed Khan Saheb,
specially his Vilambit Laya. Hence, in
Ustad Amir Khan’s Gayaki, the clear
shadow of Ustad Abdul Waheed Khan’s
Gayaki is seen. Today, we know that the
Merukhand style was introduced by Ustad
Amir Khan but he had got inspired by
Ustad Abdul Waheed Khan ji so, this style
was first introduced by Ustad Abdul
Waheed Khan ji. Earlier, singers would
mainly sing Drut or medium-paced items
during a recital. This is why this Gharana
is also known for its

CHAINDAR GAYAKI.
The melodiousness of notes with
CHAINDARI (peaceful) have been a
special feature of this family [6].
Originally being a house of Beenkars, the
work of attachment, elasticity and Meend
is found more in this Gharana. The soft
accent and slow edge similar to the pure
clear tone style are other features of this
Gharana. In this Gharana we found a lack
of Bol-Upaj and Layakari as these
features are more used in Agra Singing
Style. The musicians of this Gharana have



been also proficient in the Alap- Pradhan
Gayaki as well as Thumri Gayaki [7].

In the singing of Kirana Gharana,
there is a greater emphasis on vocalization
and there is a kind of indifference to the
miracle of Laya and Taal. The singer takes
two to four words of the Bandish and
expands those words with the discipline
of Kirana Gharana. Bada Khayal or
Vilambit in very slow tempo, the long
gestures of Alap, Meend, soft Khatka, the
lingering syllables and the emotionally
produced by the expanses attracts the
listeners. This Gharana has its own special
form of vocalization. Like other houses,
the rhythm is not predominant here.
Kirana Gayaki evokes the aesthetic
configurations of Ragas in the most
stirring manner. People loved the way to
sing with tunefulness singing, sweet
intonation and most importantly Bhaav
(feelings). One of the renowned artists of
Kirana Gharana, Jayateerth Mevundi says
in his interview that “In Kirana Gharana,
most of the Swaras (notes) have an innate
Bhaav (feelings) associated with each one
of them. Most of the compositions are
soaked in the Bhakti Rasa and dedicated
to the supreme lord” [8].

The Kirana Singing is a coalescence
of various ang (parts) of the Sarangi Baaz
(style of playing), the Been Ang and the
Dhrupad Ang (originally form of Indian
Classical Music). Vilambit or Bada
Khayal is generally sung in Taal Ektaal
(48 beats) and Drut or Chhota Khayal in
Taal Teen Taal and Drut Ektaal. In Drut
laya, well-known exponents often sing
Sthai and Antara of a composition
fleetingly and after that Bol-Taans, some
Sargam Taans and at last Akaar Taan are
sung by them. The text of the Bandishes
is used very little. Dr. R.C. Mehta
described “Hardly any improvisation from

the lyrics, Bol-Upaj and Layakari is done
in this Gharana” [9]. It is said in the
aspect of the Taan singing that this
Gharana is also known for its Taan
singing pattern. We can easily find out
the musicians of this Gharana by listening
to their Taans. Special or unique types of
Taans used in this Gharana like Badhat
ki Taan, Danedaar Taan, Firat ki Taan
and Koot ki Taan. An example of Badhat
ki Taan in Raga Yaman is NiReReRe,
ReGaGaGa, GaMaMaMa, MaDhaDha
Dha, DhaNiNiNi, NiSaSaSa. Usually, this
Taan is sung in Akaar forms. Another
example of Kirana Singing Taans is Koot
Taan i.e. GaMa, GaPa, MaPa, GaMa,
GaDha, PaDha, MaPa, GaMa, NiNi,
DhaPa, MaPa, GaMa, PaMa, GaRe,
GaGa, ReSa in Raga Yaman. These two
are prolific styles in this Gharana. Pt.
Bhimsen Joshi, a great maestro and
Bharat Ratna sang mostly these two types
of Taans in his concert and people loved
the way that he sang. He mesmerized the
entire audiences with full of devotion and
attraction to his singing. Pandit Bhimsen
Joshi is known as the most prolific and
famous musicians of this Gharana.

RAGAS: The Ragas which are
generally sung by the musicians of the
Kirana Gharana are Todi, Lalit, Multani,
Patdeep, Puriya, Marwa, Shudha Kalyan,
Darbari Kanhada, Komal Rishabh Asavari
and Yaman etc. These Ragas have gained
new aspects under the Kirana Singing. It
is noted by the Marathi Thespian ‘Pula
Deshpande’ that the musicians of Kirana
Gharana generally performed or are fond
of the Komal Rishabh or Flat Rishabh of
the classical music scale [10]. The
Gharana also has its vast repertoire of
rarely heard Ragas and exclusive
Bandishes. Whereas a popular
misconception about the Kirana Gharana
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is that its performers restricts themselves
to the rendition of a few traditional Ragas
only and uncommon Ragas are not often
heard but the truth is that the musicians
of the Kirana Gharana have established
their indelible mark on certain Ragas so
much so that both the audience and the
performer desire the Ragas time and
again. It concentrates more in “Raga
Vistar” and various patterns of note
combinations in taans and sargam.
Shrinivas who is Pt. Bhimsen Joshi’s son
says that “Note-by-note unfolding od
Raga is what defines Kirana Gharana the
best” [11]. Ustad Abdul Waheed Khan
showed how one Raga could be sung over
one and a half hours at a stretch –
complete with alap, bandish, swar-taan
and bol-taan, “says singer Ustad Amjad
Ali Khan. Many Ragas were found or
composed by the musicians of this
Gharana. The renowned artist Pt. Mani
Prasad has composed Raag Bhupeshwari,
Raga Vihang etc. Out of which Raga
Bhupeshwari has become very famous in
Indian Classical Music. Pt. Bhimsen Joshi
has created Raga Kalashree which is a
combination of two Ragas i.e. Raga
Rageshri and Raga Kalawati. Pandit ji
named his house as Kalashree after made
this Raga. Raga Kalashree has also
become famous in Indian Classical Music.

CONCLUSION
This Gharana has given great maestros.
Some of the names are – Pt. Bhimsen
Joshi (Bharat Ratna), Ustad Abdul Karim
Khan (founder of Kirana Gharana),
Vidushi Prabha Atre and many more. Pt.

Bhimsen Joshi Ji started to organize a
musical festival known as ‘Sawai
Gandharva Mahotsava’. This festival was
initiated in the year 1953 after the death
of his Guru Pt. Sawai Gandharva. This
festival is held in Pune every year in the
first two weeks in December over three
days. Almost all the renowned artists of
different Gharanas are invited here for
their performance. Thousands of people
come over here to see and enjoy the
performance and that’s how its glory is
waving.

In the present generation this Gharana
is being carried forward by Dr.Prabha
Atre, Pt. Venkatesh Kumar, Jayateerth
Mevundi, Pt. Kaivalya Kumar Gaurav,
Ustad Mashkoor Ali Khan, Pt. Mani
Prasad and Pt. Harish Tiwari and others.
In this way the tradition of Kirana
Gharana is on the move.
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Padmabhushan Pt. Rajan Mishra & his
younger brother Pt. Sajan Mishra were
acclaimed artistes of the Banaras gharana
of Hindustani Classical Music although
they are known for their khayal singing
their repertoire included bhajan, tappa ,
tarana & thumari. They were born in
“Kashi” their ancestral home is at “kabir
chauraha” it’s known for having produced
many well known dancers & musicians.
The banaras gharana is not associated
with one family but the entire city.

Banaras gharana is the only musical
lineare in India that includes all form of
Hindustani classical music such as vocal,
instrumental & dance. It has been aside
of Internationally claimed artist such as
Pt. Anokhelal Mishra, Pt. Kishan
Maharaj, Pt. Samta Prasad, Pt. Hanuman
Mishra, Girija Devi Pandit Kumar Bose
to name and few.

Pt. Rajan & Sajan Mishra ji were the
born living proctitioner of Hindustani
Classical Music. They non only inherited
and carried forward the 300 year old rich
musical tradition of their family but also
took if to greater heiguts. The brothers
became synonymous with the vocal
tradition of Banaras gharana which had
been wrongly associated with light
classical singing such as thumari, dadra,
kajari, chaiti.

Dr. Archna Adityo Mhaskar

They introduced the word to the
gharana’s rich tradition of khyal gayaki.
A challenge they met successfully & in
the process raised the bar of classical
singing in India.

Born in 1951 in a family of
musicians, Pt. Rajan Mishra’s training
began in his chaildhood he became the
gandabandhan shagird of his grandfather
Gayanaeharya Pt Bade Ramdas ji Mishra,
though he learnt music under the
guidance his father Pt. Hanuman Mishra
ji & his uncle Pt. Gopal Mishra ji under
the guru shishya prampara. The ambience
& aura of Banaras Ghats & templies of
Banaras built the sensibilities of Pt. Rajan
Mishra ji. He grew up listening to the
music of accomplished artistes. The ghats
of Banaras where signs of life & death
can be seen simultaneously prepaid the
grand for him to retteu on life. The
proremity to the kabir math might have
contributed in giving him an electric
perspecnus on relion on & spinrithaling
as he understood the difference between
two dislinetivehy he always believed in
exploring god within his body. He
approached music with philosophy cal
mind. He names played to the gallery.
He believed in singing for his inner self
for a divine force residing within him.
He would often say if you can enjoy your
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music, your audience will automatically
enjoy if music for him was a medium to
realize himself. In his journey to explore
himself though music he composed many
bandishes. It is a praence in the bharti
tradition for poer to at tribute their peory
to their guru.

He at tributed all his compossions,
his creations to his guru. A follower of

osho & satguru jagrit singh ji he had a
big photoseaph of Osho outside his music
learn with a caption “Mere bhitar tum
gaate ho” his philosophical view of music
is born Summed up in tradition Bandish
of Sudh Bhairavi “ Naad ko na Bhed
payega” He believed in navigasing the
difference between davit and advait. He
made a life long inner journey.


