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'During Shohjehan’s reign
(1626-58) the following musicians lived,
Jagganath, Dirang Khan and Lal Khan
(Gunsamander), Lal Khan was son in law to
Bilas son of Tansen. Jagganath and Dirang
Khan were weighted in silver and received
each Rs. 4500.'



'The Emperor
Aurangazib ablished the Court Musicians.
Bloch-Man in his translation of ‘AIN-I-
AKBARI" quotes a curious story from the
historian Khan-Khana as to what occurred
when his order was given the Court
Musicians brought a bier in front of the
window when the Emperor used to show
himself daily to the people and wailed so
loud as to attract Aurangzib’s attention. He
came to the window and asked that is meant?
They replied the ‘Melody" was dead and that
they were taking him to the graveyard. The
Emperor replied, very well. Make the grave
deep so that neighter voice nor echo may
issue from it.'
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"Duet
is as beautiful as solo"
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'When we go into music, all the tiredness
vanishes. We lead you in it ourselves with
the sound of our music. That is a God gift
and we are so blessed. We are very proud of
our Indian classical music that makes you
very relaxed and that relaxation the whole
world needs now. It is very much required
to be relaxed to be stopped.





 Sukanya Shankar: I saw both Rajan
Misra and Sajan Misra ji in Landon
before I met them and then of course I
met them in Delhi with Guruji. I think
of all the wonderful concerts, talks,
jokes and a great time we had. Rajan
ji has a great sence of humour and
Guruji loved them so much and then I

started to get more and more friendly
with Rajan ji somehow.
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Abstract :

Jyotirindranath (1849-1925), the son of
the Jorasanko Tagore family, was the
great man who was able to sign his
outstanding talent in almost every field
of Bengali music. He was a writer,
musician, playwright, painter and
translator. Jyotirindranath has
experimented with various aspects of
Bengali music and in the creation of its
melody and has applied it in his
compositions. Among the musicians of the
nineteenth century, he was a
sophisticated, selective, French beauty
lover.

The playwright Jyotirindranath is
better known than the writer, lyricist,
painter and translator Jyotirindranath.
Although he came to the world of music
as well as drama, he took a special place
in the history of drama and theater
because of his extraordinary talent.

Jyotirindranath’s playwriting began
with the composition of ‘Comedy’.
Jyotirindranath was particularly
impressed by the farce of the famous
French playwright Moliere and followed
him in composing his own farce.

Although influenced by Moliere,
Jyotirindranath maintained his

*Prof. Neera Chowdhury &
**Sanjay Bhattacharya

uniqueness in his writings. Among his
farces are pure humor. Jyotirindranath
has given special importance to music in
composing comedy and in that case he
has used different melodies and rhythms
of classical music.

In addition to comedy, he has written
five original plays. Purubikram, Sarojini,
Ashrumati, Sapnamayi, Nagananda. After
the Hindu Mela, inspired by patriotism,
he wrote the historical heroic drama
“Purubikram” to awaken the affection
and patriotism of the people of the
country towards patriotism. He also wrote
the nationalist romantic drama “Sarojini”
with the same inspiration. Jyotirindranath
has given important status to music in
every one of his plays.

The lyric plays written by
Jyotirindranath are: - Manmayi,
Punarbasanta, Basantalila,
Dhyanabhanga. Manmayi is said to be
the first attempt to compose a lyric play
and the credit for composing the first real
lyric play in Bengal is given to
Jyotirindranath. He has also mixed
western melodies with Indian melodies
in his lyric songs. Made by Italian
Jhinjhit, Irish Belabal, Scotch Bhopali,

* Research Scholar, Deptt. Of Music, Patna University, Patna.
** Head, Deptt of Mousic, Patna University, Patna



Scotch Kedar, Spanish Bowl etc. Apart
from his own works in comedy, drama
and lyric drama, Jyotirindranath has
given place to the works of Rabindranath,
Akshay Chandra Chowdhury and has
composed Bangla songs following many
classical and kheyal songs prevalent in
the nineteenth century.

Key Word: - Jyotirindranath,
Rabindranath, Akshay Chandra
Chowdhury, Comedy, Historical drama,
western and provincial music, French
drama, Jorasanko theater.

From his adolescent period
Jyotirindranath in a playful mood busied
himself in the composition of dramatics.
In this matter his companion was the son
of Girindranath i.e. Gunendranath. On the
verandah of ‘thakurbari’ everyday they
engaged themselves in rendezvous and a
few more persons joined this rendezvous.
Here many ideas about drama were
discussed. Jyotirindranath and
Gunendranath formed a dramatic club in
the ‘thakurbari’. A committee of five
members was formed for looking after
the various activities of drama and it was
named ‘committee of five’. Its members
were Krishnabehari Sen, Gunendranath
Thakur, Jyotirindranath Thakur,
Akshaychandra Chowdhury and Jadunath
Mukhopadhyay. They formed “Jorasanko
Natyoshala” in the year 1865. 1

Jyotirindranath started composing
drama with “farce”. His threefarcial
compositions are :2

1. “Kinchit Jalojog” (20th September,
1872)

2. “Emon Kormo Ar Korbo Na” (7th

July,1877)
In1900 it’s changed name became”

Alikbabu”.

3. “Hothath Nobab” (20th April,1884)
His composed basic dramas number

are five only :-
1. “Puruvikram” (9th July, 1874)
2. “Sarojini” (30th November, 1875)
3. “Ashrumati” (4th November, 1879)
4. “Swapnomoyee” (24 th March,

1882)
His composed musical dramas are :-

1. “Manmoyee” (1880)
2. “Punarbasanta” (14 th March,

1899)
3. “Basantalila” (29th March, 1900)
4. “Dhyanbhanga” (15th April, 1900)

His amusing playlets number only
two :-

1. “Hitey Biporit” (7th May, 1896)
2. “Daye Pore Dargroho”  (16 th

September, 1902)
Now let us go to the subject of

“farce” and about the music of the
“dramas”. In most of the songs he used
the “raag-raaginis and taals” of
Hindustani classical music and it’s tune.
As for example 3
“Kinchit Jalojog” Sindhu-Bhairvi,

Bhairvi
“Alikbabu” Lalit/Adatheka, Purobi

-Kaoali, Khamaj-Kaoli
“Hitey Biporit” Khamaj-Adkhemta,

Lalit-Adatheka
“Daye Pode Sohini/Dadra, Jhinjhit-
Dargroho” Khamaj /Khemta, etc.

Jyotirindranath’s first historical drama
was “Puruvikram”(1874). In the first
edition of this drama Jyotirindranath used
his elder brother Satyendranath’s
composition “Miley Sobe Bharat

Santan”.To rouse patriotism in the
dramatis personae Rani Ailabila he used
this patriotic song in the very beginning
of the drama in the voice of Udasini to
place the drama on granite stone.4

Another song of this drama was:
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1.  Ragini: Jongla-Jhinjhit. Taal:
Adatheka
“Aage KoriaJaton, Keno Mojaile

Mon”

2. Sindhu- Bhoirobi Taal: Adachoutal
“Jabot Jeebon Robe Kare

Bhalobasibo Na”

Another drama of Puruvikram class
“Sarojini” or “Chitor Akraman” (1875)
in the final scene at the time of Rajput
women climbing the funeral pyre,
Rabindranath at the age of fourteen
composed

“Jwal Jwal Chita Dwigun Dwigun

Poran Sonpibey Bidhaba Bala”, added
a new flavour to the music of the drama.
Jyotirindranath tuned the song on
“Aham”raag in English style.5A few
songs of “Sarajini”6

1. “Samaro Tyago Ada Ko Zara

Suno To Sahi” Jhinjhit-Khambaj/
Kashmiri Khemta

2. “Tarey Bhulibo Kemone” Jhinjhit
/ Kaoali

3. “Sakhi Se Ki Ta Janey” Sindhu-
Bhairvi /Adatheka

4. “Jwal Jwal Chita Dwigun

Dwigun” English style tune in
Aham raag.

After “Puruvikram”, “Sarijini”
Rabindranath composed “Ashrumati”

(1879).Songs of this drama:7

In the third act of this drama in the
first scene there is in the temple of
Bhagabati in front of Durgadurgatinashini
a prayer in chorus
 “Agotir Tumi Goti Bishwamata

Bhagawati”: Ragini – Multan
In the third act of third scene of the
drama a song sung by Malina

 “E Sukho Basantey Soi Keno Lo

Emon Apon-hara Bibosha Aha-

Mori”: Behag / Kaoali

The song was composed by
Akshaychandra Chowdhury and
Jyotirindranath set it to music. It’s
tune and the variety of poetical metre
commands attention.
In this drama in the third/fourth act
of seventh scene Prithwiraj in prison
sleeped in deep anxiety. At that time
a song behind the scene was

 “Cherede Cherede Amar Pakhi”

Sindhu-Bhairvi/ Madhyaman
In the fourth act , ninth scene when

Malina came to know that Prithwiraj is
eager to marry Ashrumati then her long
cherished dream was smashed to pieces.
The Prithwiraj whom Malina dedicated
her heart, soul and life is no more hers –
this realization makes her sing:

“Pranponey Pran Sonpilam Jarey

/ Sei Hontarak Praney” Bagesri/
Aratheka

In the fourth act, seventeenth scene
Hamba and some Bheel youths holding
hands together dancing in a circular
manner sing:

“Kayse Kaharoa Jaal Binurey”

No notation of this song is found.
Depending upon the description of the
song it is guessed that it is tribal in nature.

In the final scene Ashrumati aiming
Selim looking at him slowly leaves the
place singing—
 “Premer Kotha Ar Bolona”:

Italian Jhinjhit/ Kaoali.
After this in 1880 Jyotirindranath
composed “Manmoyee”- a musical
drama. This music drama was
composed by the interaction of
Indian and Westernmusic8.

A few ongs of this drama:
 “Chile Kothay Bolo, Koto Ki Je

Holo”

 “Shunlem Naki Nidarun Maney”



 “Sajani Lo Bol, E Ki Holo Amar”

etc.
After “Puruvikram”, ”Sarojini” and

“Asrumati” in 1882 Jyotirindranath
composed “Swapnomoyee”. This was
mainly a dialogue in prose and romantic
music drama. The songs composed by
Jyotirindranath are:9

 “De Lo Sokhi De Poraiye Chuley”

Raag- Desh
 “Sajani Lo Bol Keno E Pora

Pran” Raag – Sindhu
 “Na Jani Ki Gun Dhorey

Mukhani” Ragini – Behag
In 1884 Jyotirindranath composed the

satire “Hothath Nobab”. Songs of this
satire: 10

 “Je Obodhi Netroban Hanichho

Kharotaro”

 “Priyo Torey Baroi Mishti

Bhebechhilam Aage”

 “Prem Jara Kore, Shukaia More”

 “Sobe Mili Esho Bhai Sura Kori

Paan”

In the next satire”Hitey Biporit”

(1896) with the help of sur and taal people
of the theatre among themselves through
fun and frolics the joker has produced
undiluted humour. Few songs of this
satire : 11

 “Tuktuke Tor Pa Dukhani/ Alta

Porai Aay”—Khamaj/Aadkhemta
 “Bolo Bolo Priye Bolo, Aloor Aaj

Bhao Ki”—Lolit/Adatheka
 “Bakso Bhora Lakso Taka Dekhte

Ki Bahar”— Sohini-Bahar/
Adkhemta

 “Hah: Hah: Hah: Hah: Hah: Hah:

Hah: Hah:/ Heshey Banchiney”

In 1899 Jyotirindronath composed the
musical drama “Punarbasanta” based on
‘advut rass’. In it side by side was
prosody. This was Manmoyee’s re-
creation. In this musical drama

Jyotirindranath used Rabindranath’s and
Akshaychandra Chowdhury’s songs also.

List of songs12

 “Sokhi Sadhite Sadhate Koto

Sukh”

(Rabindranath composed ‘sthayee
and antara’ and Jyotirindranath
composed ‘sanchari and aabhog’
ohf this song.

 “Chhi Chhi Ah! Chhi Oki Kotha”

(Written by Akshaychandra
Chowdhury, tuned by
Jyotirindranath Tagore)

 “Ghyanor Ghyanor Ghyanor

Ghyanor Sei Je Kanduni”

(Composed by Jyotirindranath and
Akshaychandra Chowdhury).

 “Aaj Lo Preyashi Premeri

Tarongey”

 “Sei To Soi Pastatey Holo”

 “Koyelia Matoara Anandey”

 “Dhirey Dhira Bayu

Bohitechhey”

 “Koi Elo Koi Elo, Shey Aar Koi

Elo”

 “Mlan Mukho Keno Bolo Priye

Bolo”.

After the success of “Punarbasanta”
for the acting in Bharat Sangeet Samaj in
1900 Jyotirindranath composed
“Basantalila”. Apart from his own
composition Jyotirindranath used
Rabindranath’s four songs and Akshay
Chowdhury’s three songs in this music
drama. Moreover he composed many
Bengali songs in the style of dhrupad and
kheyal currently in 19th century for this
musical drama. 13

List of few songs composed by
Jyotirindranath Tagore:—
 “(Aaji) Aailo Basanta Himritu” —

Bahar/ Tewra

Jyotirindranath: In the World of Dramatic Songs



 “Ami Jai Jai, aar Phirey Chai” —
Sindhu/ Ektaal

 “Aaha Ki Chandini Raat Hero Lo

Sokhi” – Bhupali/ Kawali
 “Paaye Paaye Baaje Re” — Emon/

Kawali
 “Murali Ki Goon Jane Bhabi Tai

Mone” – Jogia/ Kawali
 “Jeo Na Jeo Na Jamunaay” —

Mishra Khamaj/ Khemta
 “Tora Aay Lo Aay” — Multan /

Khemta etc,
In 1877 Jyotirindranath composed the

banter “Emon Kormo Ar Korbo Na”.
In 1900 it’s changed name became
“Alikbabu”. A few songs of this drama:14

In the first scene there is a song by
Gadadhar

“Sudhu Dhoney Ki Korey

Jey Jarey Sompechhey Pran Shey

Chay Tarey”

Through this song the artistes’
Gadadhar Prasanna’s exchange of mutual
love and the mental condition of
Jyotirindranath has been beautifully
depicted.
 “Ga Tolo Re Nishi Abosan Pran”

Lalit/Adatheka
 “Ga Dhalo Re Nishi Aguan Pran”

—Purabi/Kaoali
 “Chhili Jekhane Sekhane Ja

Re”—through this song
Jyotirindranath’s capacity for
depicting mirth and comic has been
brought out nicely.

In 1900 Jyotirindranath wrote one
more musical drama named
“Dhyanbhanga”. The songs of this
musical drama are :—15

 “Key Paarey Eratey Tabo Shar” —
Mallar-Sarang/ Kawali

 “Jeo Na Jeo Na Nath Kori Go
Baron” – Surat / Jhaptal

 “Phot Re Kushum Phot Re Tora”
— Mishra Kalengra/ Aadkhemta

 “Bhabo Shiv Shankar Horo” —
Bhairab / Surphank

 “Akale Basanta Aaha Kar Montrey”
— Mishra Pilu / Aadkhemta

 “Namo Namo Mahadev, Namo
Shiv-Shankar” – Bhairav/Jhamptal

 “Shiv Shankar Bom Bom Bhola”
— Khamaj/ Kawali etc.

In 1902 Jyotirindranath composed a
different Farcical playlet “Daye Porey

Dargroho”.In this farce music has been
used beautifully. Through the songs
Jyotirindranath has highlighted the then
social order’s infrastructure.16

List of songs:—

 “Eka Eka Eto Din Kete Galo”
 “Mora Bedini Lalona”
 “Hi Hi Hi Hi Hi Hi Kemon Moja”
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Abstract

A healthy mind resides in a healthy body.
But in today’s fast paced life it is very
difficult for a person to have a few
moments of free time. The result is stress.
Stress today is the most serious problems;
hardly any person is untouched by it.
Stress is the root of various physical,
mental, practical and social problems.
When a personal is highly stressed, then
there is a lack of concentration and
internal physical changes begin. As a
result, hormones begin to secrete from
the adrenal gland. Hormones are
produced in the endocrine glands, there
hormones originate from these glands and
mix directly into the blood vessels and
are responsible for various changes in
the body. Physical and behavioral
changes occur due to the effect of
hormones. Adrenaline hormones increase
the blood pressure by increasing the heart
rate, that is, due to increase in adrenaline
hormones, heart rate increase. The
pancreas gland secretes insulin and when
this secretion is not proper quantity then
the person becomes diabetic, due to which
the physical and mental debility, memory,
thinking, and concentration begin to
decline. The parathyroid gland controls
the amount of calcium in the body and

Dr. Praveen Saini

this affects a person’s emotional behavior
and calmness due to improper secretion.

Impact of Music and Yoga has
immediate and long-term effect on
reducing anxiety and helps in controlled
response to any type of stress whether
emotional or behavioural. The
observations state the such relaxation
techniques decrease anxiety more in
comparison to supine rest, thereby
soothing one’s nerves, developing
tranquility with clear psychological
understanding of human mind to
approach life’s situations affirmatively.

The tradition of healing by music has
been going on since ancient times, but
today therapy has developed so much that
if we call it synonymous with the medical
world, then there will be no exaggeration.
Based on the results coming from various
researches, the basis of every problem of
a person is stress and solution is music.
While listening to music, a fluid called
Neurotransmitter is heard in the brain,
which makes the listener relaxed. Music
therapy is completely beneficial on stress
and despair. According to research, apart
from eliminating stress and difficulty in
breathing, music also controls low blood
pressure. Actually, listening to slow music
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increase the amount of serotonin, a
chemical that makes the body happy
which, reduces depression and also
improve sleep.

Every genre of music be it singing,
playing or dancing is very beneficial in
relieving stress. Some private companies
are organizing dance classes for employee
in their office campus. They argue that
western dance forms like Salsa, Rumba
and Chachacha reduce stress in a fun-
filled style. Dance training is going on at
HUL Lintas, Hinduja Hospital, Jet
Airways, ICICI and Citibank. According
to choreographer Sandeep Soparkar, the
long hour of work and the stress of
completing targets have a very bad effect
on the health of the workers. According
to him, half an hour to one hour of
sessions fills new energy in the
employess. They feel refreshed and start
working with a new preservative. Tojo of
Tojo Dance Academy says that dance
reduces the stress of the employees and
gives them a chance to have some fun.
Apart from this, when colleagues of many
departments meet on the dance floor at
the same time their relationships also
become lovable. According to psychiatrist

Jitendra Nagpal, “Dance is used
extensively in diseases like depression of
stress. Dance causes the secretion of
endorphins chemicals in the body due to
which the mood is good. Dance is used
as a successful therapy to reduce the
effects of stress and despair. Reebok
fitness master Nisha Verma says, “Dance
is a means of social interaction. During
aerobics, the hormone called endorphins
produced in the body its effects last for
24 hours. This hormone makes the person
happy, they feel better. During dance,
attention is diverted from the world and
this time is enough to relieve you.

Music strengthens relationships. In a
recent study in London, scientists found
that people with a tendency towards
music tend to give more importance to
family and social relationships.
Researchers discovered a gene that was
responsible for both music and
relationships. Scientists at Helsinki
University studied the importance of
music in life and its other aspects.
Principal researcher Irma Jarvela said that
she selected 19 such families for the study
in which at least one person was a
musician. She analyzed the understanding
of tone, rhythm, tempo among these
family members. They found that the
musical qualities in these families were
due to genetic reasons. It was found that
AVPRIA gene is responsible for
understanding music in person. Jarvela
said that this is the same gene that is also
responsible for love, attachment and
altruism in a person.

A stressed person suffers from many
mental and physical problems. 80% of
our illness have mental causes at the root.
The effect of which also affects our daily
behavior. Under stress, a person also does
a lot of criminal work; music can also
help to get rid of these crimes.

In the city of New Zealand, the music
of Mozart, a classical musician of the 18th

century, is proving helpful for the police
in tacking crime. According to the
newspaper ‘The Press’, since the
introduction of Mozart and other classical
music player in a mall in Christchurch in
June 2009, the number of crimes has also
decreased. Statistics show that while in
October of 2008, there were 77 cases per
week against non-social activities,
whereas in October this year only two
such cases are reported per week. A senior
police officer says that music definitely
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has an impact. This creates an
environment that encourages good people
to behave well.

Music is fine art which excels in
many respects the art architecture
sculpture and paining. It appeals to the
heart of human beings. It attracts and
charms all the living beings of the world,
irrespective of caste, creed and colour. It
is recognized as the greatest and finest
art that brings peace and solace to the
human world. The basic element of music
is sound, which is manifested in the form
of tones and microtones. The musical
sound is possessed of sweet tune which
is considered as the flavor of pleasing
sound, and it is impregnated with divine
luster (Lavanya), aesthetic sentiment
(rasa) and mood (bhava). The Indian
psychologists and philosophers say that
the psyche or soul of music is made up
of sound with emotions. Charles Darwin
was of the opinion that music evolved
from the imitation of the cries and calls
of the animals. Alfred Einstein also
maintained similar views.

Since ages music has been used in
our daily life as the most powerful
energizing tool. It is helpful in breaking
the monotony and fatigue of our life.
Music has a powerful healing technique.
Involvement in music may provide a
distraction from pain, discomfort and
anxiety after associated with some
physical disabilities. Today, music as a
therapy is playing a vital role in the
treatment of physical and psychiatric
disorders is human begins. There are so
many Indian ‘ragas’ that are helpful in
reducing physical and mental
complications. The Raga Research Centre
in Chennal is currently doing
comprehensive study of Indian ragas and
evaluating their therapeutic potential with

the help of musicians, doctors and
psychiatrists. It is believed that classical
Indian ragas can benefit a whole lot of
patients suffering from various disease
and illness. To cite a few examples,
Asavari helps in building confidence,
Bageshri helps in curing insomnia,
Bhimpalasi reduce anxiety and
hypertension. In the same way,
Brindabani Sarang helps in reducing
depression and so on.

Yoga

The ancient spiritual discipline yoga, 1st
mentioned in Rig Veda was designed to
bring equilibrium and healthiness to the
physical, mental, emotional, and spiritual
dimensions of the individual. This popular
long practice in India has now become
increasingly more common in western
society. Literally “Yoga” means “Union”.
Being in Yoga means that everything in
one’s experience has become ONE . This
is its deepest aim and essence of yogic
science.

Sadhguru Jaggi Vasudev’s Inner
Engineering – A yogi’s guide to Joy , tells
that Yoga is not practice. It’s neither an
exercise nor a technique. “The science
of yoga is quite simple the science of
being in perfect alignment, in absolute
harmony, in complete sync with existence.
The influence of fluctuations of the
outside world on us creates fretfulness,
worry, uneasiness or tension with us. But
yoga is the science of creating inner
situations exactly the way we want them.
When we first tune with ourselves to such
a point where everything functions
beautifully within us, rolling within us,
rolling with our naturally best abilities.

The Ashtanga (eight branches of
yoga)-”Yama, Niyama, Asana,
Pranayama, Pratyahara, Dharana,



Dhyana and Samadhi” together works
as a process to take us gradually in steps
and stages from known to unknown to
unite “me” with “other”.

Patanjali’s Yoga is an experiential
science instructing that mind has to be
controlled – yogahs-chitta-vritti-nirodhah
in order to balance our physical and
mental conditions. Yoga can reduce the
aging process caused mainly by
autointoxication. (Alleger, I. 2007). To get
the maximum benefits, we need to
combine the practice of yogasanas,
pranayama and meditation.

With inner happiness and undisturbed
mind we always function better. When
Body and Mind are in relaxed state we
are free from nagging ailments. Modern
science expresses that all existence is just
energy exhibiting, itself in different ways
and forms functioning at different levels.
It’s the same energy that functions in the
creation of roses in one plant and jasmine
in another. Basically natural evolution is
a similar phenomenon.

It is same with our inner energies.
Yoga is technology of upgrading,
activating and refining these inner
energies for highest possibilities thereby
allowing access to our level of brilliance
that we could never imagine ordinarily.

Music is an indispensible part of our
lives. It surrounds us. It is the gift of
God which has the power to communicate
with everybody. It forms the basis of
social communication. This is evident
from the moment when a child steps into
the world. We know that the basic element
of music is sound. Since birth, babies use
a range of sounds to communicate with
their mothers. In the same way, animals
also use different kinds of sound to
communicate with each other. Thus,
music becomes a universal language for

it can easily identify with the emotions
and inner feelings of the human beings.
Any celebration is incomplete without
music. Even in the primitive times, all
the rites relating to birth, marriage,
hunting, war and death were permeated
with musical elements. Among the funeral
songs, the women’s laments and songs
which men sang in praise of the dead
deserved special mention. Singing and
dancing were closely related and they
used to generate something which was
more than the original movements
themselves. Today, music is an
indispensable part of any function, be it
a family function or a function organized
any other institution. Music is the best
expression of happiness. Music is an
excellent motive for aesthetic
contemplation. There are musicians and
singers who possess the ability to become
immersed in their music. Often to the
point of forgetting themselves, that
explains their widespread and completing
appeal. Vocalist like Pandit Bhimsen
Joshi, Pandit Jasraj, etc. and
instrumentalists like Pandit Ravi Shankar
Ustad Bismilla Khan, Ustad Zakir
Hussain, etc. have given new dimensions
to Indian classical music. The stage
performances of such great talents
completely immerses the audience into
the soothing musical world and refreshes
the audience. Such stage performances
including the music theatre in the West
have become an important from of
entertainment, Music theatre is a form of
entertainment that is related to opera.
Music as a fine art expresses a feeling or
emotion. So does literature. They are
closely connected. The medium of poetry
is language or words. Language comes
with imagination. Different civilizations
have developed different languages.

Impact of Music and Yoga in Stress



Music is one order of languages, speech
is another. Language is an expression of
thought. The tonal values are a part of
the language. In poetry the tonal values
are pronounced. Poetry is abundantly
drawn upon sculpture, painting and
music. According to a critic, no play can
rise to its sublimes level if it is written
only in prose. Prose many be a fit medium
for portraying everyday routine matters,
but when we deal with a situation tragic
intensity, or any such matter that is
saturated with a high pitched intensity of
emotions, we must turn to poetry. In
common parlance we often speak of the
musicality of verse. This musicality,
however, is different from the melody in
music. It actually means certain
rhythmical effects in poetry. Elizabethan
poems and librettos have often been
described as musical. Shakespeare’s
Othello has become an unforgettable
musical opera by Verdi. Shakespeare’s

comedy Twelfth Night starts with the life,
“If music be the food or love, play
on….”Music is an important source of
inspiration. George Brinley says that
Tennyson was inspired by” a musical
impulse.”

So, may plays various roles in our
daily lives. It has an appeal to the core of
the heart of human beings. It is the sweet
and soothing sounds that vibrate and
create an aesthetic feeling and beauty that
overcome the feelings and beauties of
nature. Apart from its various roles, the
role of music as a therapy in stress in
indeed commendable.
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Abstract

It is only in classical music, that the
gharana system is most deep-rooted and
of paramount importance as compared
to any other fine art. The gharana system
in the classical music tradition of India
is a result of the guru-shishya parampara
which was predominantly an oral
tradition where knowledge was
transmitted in a continuous and unbroken
tradition across generations. The Maihar
Gharana is of great significance amongst
the gharanas of Sitar and Sarod. It is
thanks to the work of one man that the
style and the School of Maihar have taken
shape. Ustad Allauddin Khan, the famous
sarod player had been taught mainly by
musicians of the School of Rampur and
created a unique style. He developed and
taught his own instrumental style to many
disciples most of whom are world
renowned musicians.

This paper delves into the various
aspects of the gharana tradition and also
seeks to throw light on the stylistic
specialties of the Maihar Gharana.

Key Words: Gharana, Guru-Shishya
Parampara, Maihar, Laraj-kharaj,
Stroke-Patterns

Dr. Supriya Shah

INTRODUCTION

The gharana system is most deep-rooted
and of paramount importance in Indian
Classical Music as compared to any other
fine art.

One may find different schools or
traditions in different fine arts, particularly
in those of music, dance, painting and
sculpting.  One may come across different
artists in say the field of painting who
are inspire by a common tradition or
follow a common style.  Such a group
can be said to be representing a particular
gharana or school.  However, according
to Vamanrao H. Deshpande, ‘gharanas’
are not ‘schools’ per se.  “Gharanas are
more sectarian in their attitude and on
the whole more akin to families of blood
relations because of the rather marked
‘family pride’ that they exhibit12.

DEFINITION OF GHARANA

The term ‘gharana’ literally means
“family tradition” and denotes a “school
or centre of musical culture created by
instructions from teacher to pupil,
sometimes by members of one family
through succeeding generations.  The
different gharanas have distinctive
characteristics in musical presentation”2.

*Assistant Professor, Department of Instrumental Music, Faculty of Performing Arts, Banaras Hindu
University



THE GURU-SHISHYA

PARAMPARA: FOUNDATION OF

THE GHARANA EDIFICE

The gharana system in the classical music
tradition of India is a result of the guru-
shishya parampara or the teacher-disciple
tradition under which the musical
knowledge was passed on from the Guru
to the disciple in a continuous and
unbroken tradition across generations.
This was predominantly an oral tradition.
This system has sustained and nurtured
our music and has given it continuity.

The need for such a system of
imparting musical knowledge arose from
the fact that the mastery of swaras and
subsequently the ragas is an extremely
arduous task and is something that can
be achieved by a process which may take
several years.  Not only this, such a
mastery over swaras, cannot be achieved
without an ardent devotion & a fanatic
zeal on the part of the disciple for his/her
guru or master and the music and a
steadfast and continuous practice (riyaz).
The student surrenders himself
completely to the master and relies
completely on the guidance of his guru
in the first few years.

The guru is also required to impart
training to his shishya with utmost
sincerity and patience.

The guru-shishya relationship in our
musical tradition is unique in that it brings
about in many cases, a total
transformation in the shishya so that at
times it is not only the guru’s musical
skill but even his way of thinking and
way of life begins to be reflected in the
shishya.

This requires a very close personal
relationship between the teacher and the
taught and such a close and continuous

contact between the two is a precondition
for such a tradition.

Total surrender, utmost reverence for
the guru and extreme hard work in terms
of riyaz on the part of the student and a
sincere training imparted with a lot of
care and patience by the guru are the
foundation of this system of transfer of
the musical art from one generation to
the next and it is this process of imparting
taleem and its acquisition that is at the
root of the gharana system.

For a musical tradition to acquire its
own identity as a distinct ‘gharana’ the
pre-condition is that it should exist for at
least three generations3.

Thus, unless there is at least one able
artist for each of the three generations,
(the founder, his disciple and the
disciples’ disciple) a musical tradition
cannot be afforded the status of a
‘gharana’.  For example, the Kirana
gharana which was founded by Ustad
Abdul Karim Khan had renowned
disciples like Sureshbabu Mane, Savai
Gandharva, Hirabai Badodekar and so on
who represent the second generation of
this gharana and then Gangubai Hangal,
Pt. Bhimsen Joshi and Feroze Dastur, all
eminent musicians represent the third
generation of musicians and in fact these
artists have trained and prepared many
great vocalists representing the fourth
generation of the gharana.  Similarly,
amongst the instrumental gharanas, the
Maihar gharana to which I feel privileged
to belong, and on which I shall be
elaborating later in this paper, was
founded by one of the greatest musicians
of recent times – Baba Alauddin Khan
who trained Pt. Ravi Shankar, Ustad Ali
Akbar Khan, Annapurna Devi, Pt. Nikhil
Banerjee, Sharan Rani and many others,
all doyens of this gharana and



representing its second generation.  These
great artists have in turn trained many a
great instrumentalist like my revered
gurus Late Pt. Satish Chandra, Late Pt.
Uma Shankar Mishra and Padma
Bhushan Pt. Vishwa Mohan Bhatt, as well
other stalwarts like late Pt. Gopal Krishna,
Pt. Hari Prasad Chaurasia, Ustad Shamim
Ahmad and several other great performers
who represent the third generation of
musicians belonging to this gharana.

However, absence of continuity
across generations does not necessarily
imply that a particular style lacks musical
distinctiveness and therefore this point
should not be stressed upon beyond a
limit in examining the musical aspects of
a style.

From the musical point of view, two
important features of the gharana system
are as follows4

(1) Each gharana has an artistic
discipline of its own in addition to
the discipline common to all
gharanas.  In musical parlance, each
gharana follows a certain Kayada
(set of rules).

(2) Each gharana takes its origin from
the quality of voice of its founder

The second point mentioned above
pertains to the gharanas of vocal music.
In case of gharanas of instrumental music,
each originates in the style of playing of
its founder.  When the word gharana is
mentioned in its more familiar
sociological context, what comes to the
mind is a household with its own code of
conduct, etiquette, and a certain culture.
Each member of that household is
expected to conform to a certain type of
way of life, and where such a restraint
on behaviour or a code of conduct is
absent, the household is not socially well
accepted.  In the context of music, a

gharana denotes musical groups of
teacher and students that have their own
set of traditions, practices, and rules
which they follow in their art and even
in their day to day lives.

From the above discussion on
gharana it is clear that all musicians
belonging to a particular gharana should
have the distinct stamp of that gharana in
their musical renditions. This means that
when a musician is giving a presentation,
the distinctive features of the style of
music of that gharana should be
unmistakably reflected in it. Due to this
rigorous discipline the recital immediately
indicates to the trained ear the gharana to
which a musician belongs. This can be
easily recognized by the discerning
listeners.

However, it is important to note at
this point that this does not imply that a
musician should be a mirror image of his
guru.  Every musician is supposed to
develop the style he has acquired from
his guru and enrich it with his own
creative ability.  Thus, a synthesis of what
is learnt from the guru and what is
independently created is required without
compromising on the distinct features
which set one gharana apart from the
others.

A gharana can hope to perpetuate
itself only if every artist belonging to it
assimilates new musical ideas while not
compromising the basic tradition. There
is a need for a combination of innovation
and tradition.  This provides a touch of
dynamism to the gharana which is at the
risk of losing its sparkle and becoming
stagnant if such a synthesis of tradition
and new creation is not undertaken.

Despite the immense significance of
the gharana system in context of
perpetuation of our musical tradition,
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recent trends have shown an alarming
decline in its status.  In the fast-moving
materialistic age of electronics, in a
boundary less world the life is becoming
more mechanical,and the lifestyles have
been undergoing profound changes.
Cultural drift and crass populism as
opposed to art has placed huge demands
on the musicians the teacher-student
relationship has also suffered a setback.

Many an institution has come up
where music is taught like other academic
subjects.  Teachers belonging to different
gharanas often teach students who come
to these institutes to earn degrees to
qualify them for securing jobs.  However,
this often leads to confusion on part of
the students who are taught a multitude
of styles and techniques and as a result
can hardly master any one style.

Students these days also do not have
the patience and perseverance to spend
long hours in practice and training at the
guru’s feet.  This is also becoming
increasingly impossible given the
demands of today’s fast paced life.  The
students therefore try to speed up their
training by listening to audios of different
artists rather than learning the proper
technique under one guru.  This often
leads to a compromising of the purity of
ragas and the correctness of technique,
gradual decline in the quality of
performance and at the end, most
unfortunately, it is our musical tradition
that suffers.

MAIHAR GHARANA

Maihar is a small town in central India.
It was here that Ustad Allauddin Khan,
(fondly remembered as Baba by one and
all), one of the greatest musicians and
composers of the last century and the
founder of the Maihar gharana spent his

life in the service of the great art of music.
The Maihar gharana is a relatively new
instrumental gharana the beginnings of
which can be found in the late 19 th early
20th century, but it has had tremendous
influence on the Hindustani instrumental
music in the last fifty years. It is thanks
to the work of one man that the style and
the School of Maihar have taken shape.
Allauddin Khan, the famous sarod player
had been taught mainly by musicians of
the School of Rampur and created a
unique style. He developed and taught
his musical style to many disciples most
of whom are world renowned musicians.

SALIENT FEATURES OF THE

MUSIC OF MAIHAR GHARANA5

The musicians of Maihar gharana lay very
great emphasis on the purity of the ragas.
Played on the classical structure of the
raga, but with a preference for composite
ragas, this music consists of a first part
of pure improvisation, the alap, then of
one or two compositions accompanied by
the tabla. In the second part the musicians
develop various forms of improvisation
on the notes of the composition and on
the tala (the division of the rhythm cycle).

Ustad Ali Akbar Khan prefers a
leisurely alaap and a very selective use
of ornamentation while playing the sarod.
In this, he evokes his father’s
presentation. He would sometimes
commence a gat with a sam rather than
the traditional seventh or twelfth beats.
Ustad Ali Akbar Khan has a distinctly
instrumental style. Pandit Ravi Shankar
would tune his sitar so that the range is
far wider than that of other sitar players
but at a lower pitch. The resonance of
his sitar-playing is reminiscent of the
notes of the veena. There is a further
difference in the sound quality of notes



in his playing because all the strings are
played almost equally (as opposed to the
stress on the baj string by the Imdadkhani
gharana). This trait brings Pandit Ravi
Shankar’s sitar-playing close to sarod
playing (where all four melody strings
are played). Ornamentation such as
gamak, sparsh, zamzama is frequent
leading to a staccato effect. The ati-kharaj
string was invented by him.

Another feature of the music of the
Maihar gharana is that the improvisation
is very systematic. Thus, while
improvising, care is taken not only to
preserve the purity of the raga, so that its
essence is easily conveyed to the listener,
but also to develop the raga in a very
organized way. The raga is unfolded
gradually starting with a detailed alaap,
madhya ang, jod-alaap and sometimes
ending with the jhala After this fourfold
alaap the musician goes on to present the
vilambit gat and drut gat and finally
concludes with the jhala.

It follows from this that the Maihar
gharana musicians play in the dhrupad
ang which is characterized by an elaborate
fourfold alaap in the beginning of the
performance in order to present the raga
in its barest form and then proceeding to
the slow and fast compositions and ending
with the fast jhala.

Improvisation within the gats (gat-
vistar) is also done in a very systematic
and relaxed manner so that the various
nuances of the raga are revealed very
beautifully and at the same time the music
does not appear to be scattered. One can
therefore say that while on the one hand
there is unlimited scope for improvisation
and beautification, there is on the other
hand compactness in the musical
renditions of the Maihar gharana artists.

While there is no limit to their
creative imagination it is always ensured
that there is no compromise on the
correctness of the raga. A shishya is
supposed to learn the rigid grammar of
music while undergoing training.

Maihar gharana is probably the only
gharana in which a lot of ragas from the
South Indian musical tradition have been
assimilated into the North Indian
repertoire of Ragas. Some of These ragas
which have become very popular are Nat
Bahirav, Hansdhwani, Charukeshi and so
on.

Another noteworthy feature of the
Maihar gharana is that the technique of
playing any instrument is very highly
developed and it includes all kinds of
ornamentations such as the meend,
gamak, khatka, murki, soot, ghasit,
krintan, jamjama,sparsh and so on.

The taans played are phirat, dirdir
and gamak style taans.

Another distinguishing feature of this
gharana is that while elaboration is done
in all the three octaves, lower, middle
and higher (mandra, madhya and tar) and
at times ati- mandra and ati- tar as well,
the importance given to the mandra
(lower) and ati-mandra octaves in this
gharana is much more than in any other
gharana. No other school of music gives
so much importance to the bass register
as does the Maihar gharana. In fact, the
laraj-kharaj strings which one finds in the
sitars of the Maihar gharana are used for
developing the ragas in the lower
registers. Thus, not only does one come
across alaap being played by a particular
musician, but one also gets to hear tanas
which sometimes end on the kharaj. All
the musicians belonging to this gharana
have made modifications in their
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respective instruments to enlarge the
scope of the instrument and to include
the bass register.

The compositions are very well knit
internally so that the sthayi-antarâ
twosome is preserved. The inner flow and
continuity of the composition is given a
lot of importance and care is taken to
strike the right balance between melody
and rhythm so that the compositions not
only represent the real character and the
mood of the raga but are also very
beautifully entwined with the tala.

The artists of Maihar gharana lay
great stress on the correctness of right-
hand strokes and stroke patterns because
the strokes help in bringing out the
rhythmic aspect. Maihar gharana artists
also play compositions set to different
talas and sometimes very complicated
rhythmic cycles like 5 ½, 9 ½, 10 ½ and
so on as well. There are specific strokes
for each tala and playing the strokes
correctly helps the musician to freely
move about within the composition
without having to worry about going
wrong. Strokes also help in establishing
the flow and pace of the composition and
thereby also have a role to play in the
gats ability to bring out the character and
essence of the raga because the pace and
flow of the gat also help in expressing
the mood of the raga.

The tabla is also considered very
important in this gharana and the tabla
artist is given an equal opportunity as the
main artist to improvise during a
performance.

The Maihar gharana is one of the
few gharanas wherein the transition from
one generation to the other has taken
place not necessarily through the family

members alone and has been in fact more
through the guru-shishya parampara.

CONCLUSION

To conclude, the Gharana boundaries in
today’s context may seem blurred.
However, the importance of learning the
stylistic nuances of music and technique
from a Guru representing a particular
gharana is still paramount. Amongst the
gharnas of Sitar and Sarod, the Maihar
Gharana holds a very high status and has
made huge contribution to the field of
music. The artists of Maihar gharana can
be appreciated for their ability to bring
about a melodious unfolding of the
richness of Indian classical Ragas and
skilfully blending it with rhythm with the
help of a highly developed imagination.
Patterns and fast moving Taans employing
Meend and Gamak and other techniques,
as also complex Tantrakaris and Layakaris
to match the excellence of the Gayaki
Ang in a systematic revelation to cater
the listeners with scintillating music
which transports them into heights of
ecstasy.
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Abstract:

Mahesh Dattani is predominantly
wrestling with the question of
marginalized community. There isn’t
generally any classification of edges
which doesn’t get room in Dattani’s
oeuvre. The plight of marginalized
communities in India has been drawn to
perfection in most of his plays to present
the ever- present threat of a clash wheree
the marginalized community is often at
the receiving end of the odium and hatred
of the majority. This paper traverses the
marginality, as reflected in Mahesh
Dattani’s radio play Seven Steps Around
the Fire, is initiated on the binary
opposition of centre and periphery
characters who are at fringe and try to
engross a marginal or borderline position
in Indian society. Being a ‘Hijra’, Kamala
is denied justice materially and even
biologically. The play is an example of
Dattani’s preoccupation with bringing to
the centre stage what is referred to as
‘voiceless’ issues that remain on the
periphery of social concerns.

Keywords: Theatre, Postmodernism,
Marginalisation, Gender, Identity.

Dr. Neelam Bhardwaj

We are living in 21st century - the age of
technology. It is the phase in which we
are gradually shifting from feudal
agricultural society to modern industrial
society-the transitional period in which
every human being is running after
materialistic gains and appraisals. History
reveals that a transitional period is a
period of great turbulence and turmoil as
is clear from the history of Europe from
17th to 19th century (a period of transition
in Europe). During this period there was
great disturbance, wars, social churning,
chaos, revolutions, intellectual commotion
etc. in that continent. It was only after
passing through this fire that modern
society took shape there. India is presently
passing through the same phase – a
painful period full of confusions,
agonized and aimless fluxes,
apprehensions, doubts, fears and
disturbances. The impact of this transition
is being embossed on everyone, especially
the marginalised. Being a creative artist,
Dattani’s approach and achievements are
more diagnostic than therapeutic. His
concern is what he thinks to be the erring
attitudes and practices of Indian
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mainstream society vis-a-vis the margins
or ‘other’. But, as they say, right diagnosis
is half the cure. His social activism is
innovative in the theoretical sense.

Mahesh Dattani is rightly hailed as
India’s most authentic voice in the theatre.
By fusingthe elements of pantomime,
dance and song,he succeeds brilliantly in
creating powerfulauditoryand visual
images thatmakehisplaysvitallytheatrical.
The plays of Dattani havebeen very
successful on stageandarequite
popularwith themiddle classaudience.
Mahesh Dattani is the first English
languageplay wright towin the Sahitya
Akademi award for his Final Solution and
other Plays in 1998. Mahesh Dattani has
a strong passion for drama and the
theatrical art. He has to his credit several
full length plays, and most charismatic
quality of his plays is the method he has
adopted to make his plays stage worthy.
He makes every possible effort to make
his plays artistically meaningful and
simultaneously entertaining to an
audience that is accustomed to realistic
effects of cinema and modern theatre.
Dattani, as a free thinker, incorporates
various modern techniques and styles of
production that stir his dramatic
requirements. Thus he presents to the
modern day multi-layered Indian life and
sensibility

Dattani’s plays, in addition to being
engrossingentertainmentwith satisfying
plotdynamics, have substantial thematic
content to keep. Dattani plays have a
social purpose and theye
mbodycrucialconcerns of Indian society.
Ranging from many thorny issuesto
majorpersistent taboos dealing with
social,political and religious problems of
contemporary society, the themes of his
stage plays, such as Where There’s Will

(1988), Dance Like a Man (1989), Tara
(1990), Bravely Fought the Queen (1991),
On a Muggy Nightin Bombay(1998),
Seven Steps Around the Fire (1999),
Thirty Days in September (2001), as well
as his radio dramas , have been movingly
depictedin the twists and turnsof the plot.
His plays are marked by social realism,
the opulence of his scenes,situations and
characters, his experimentations in
technique, improvisation of his stagecraft
and them as tery of hisdialogue. His
unusual themes, technical experimentatio
nandabove all his brilliant use of a variety
of spoken English nevertried by any
playwright on the English languagestage
before- all these reasons make Dattaniand
Bangalore, the centerofaction asfaras
Indian Dramain English isconcerned.

Mahesh Dattani writes of the
contemporary life and scene, and his
characters are endowed with modern
sensibilities. He takes his characters from
the urban cosmopolitan setting of modern
middle class in India. They are ordinary
human beings, who reveal the crisis,
meaninglessness, confusion, frustration,
disintegration, bickering relationship and
disillusionment of the twenty-first century.

Mahesh Dattani is certainly one of
the fewest playwrights in India who have
treated serious themes of transgenderism
and homosexuality with considerable
boldness and sincerity. These issues
which are still considered taboo in the
Indian society have been given prime
treatment in his powerful plays - Seven
Steps Around the Fire, On a Muggy Night
in Mumbai, Do the Needful,Bravely
Fought the Queen and Night Queen.  The
transsexuals and the homosexuals have
been treated as the marginalised people
who do not conform to the norms of the
mainstream gender identity and sexuality.



In India, the marginalisation of such
people further puts the issues of gay
identity and transgender suppression
under socio-political repression. Some of
Dattani’s plays deal with the treatment of
the marginalized gender i.e. females,
which is considered as the ‘other’ in the
predominantly patriarchal Indian
societies.

A peculiar trait of Dattani’s art of
characterisation is the creation of ‘other’
characters. These characters do not
belong to either of the prototypes
gender,but demand a space of their own
in terms of sex and gender. They are
gays,lesbians, bisexuals and eunuchs.
They live dual life and to understand them
thoroughly one has to peep into their
psyche. The characters such as Alpesh,
Trilok, Mali in, Do the Needful, Nitin,
Praful and auto rickshaw driver in Barvely
Fought the Queen, Kamlesh Ed/Prakash,
Ranjit, Bunny, Sharad and the Guard in,
On a Maggi Night in Mumbai, are
homosexual. Anarkali, Champa, Kamala
are eunuch characters in Seven Steps
Around the Fire. It is an acknowledged
fact that Dattani’s characters play a bold
commentary on social realism of his times
but what is more appreciable is his craft
in depicting such queer characters,
making them boldly articulate their
sexuality and win sympathy of an
audience that is strongly prejudiced
against them.

Dattani’s radio play Seven Steps
Around the Fire, broadcast for BBC
Radio 4 on 9 July 1999 and also staged
in 2004, deals with the issue of
‘Hijra’identity in India and its crisis when
it confronts the mainstream society. The
play runs around Uma Rao, a research
scholar who in her way to research on
gender-based power implications, comes

across the murder case of a beautiful
‘Hijra’Kamala. Her investigations unveil
a number of realities of ‘Hijra’ lives in
the Indian society. Uma is the wife of
Suresh Rao, the Superintendent of Police
and the daughter-in-law of the Deputy
Commissioner. She uses this influence in
her research work and manages to talk to
a ‘Hijra’prisoner Anarkali who has been
arrested as an accused of the murder.
Anarkali, at first, refuses to talk to her
but eventually pleads her to bail her out
from the prison. She asserts that she did
not kill Kamala because she loved her as
her sister. Uma wants to help Anarkali
but finds herself more helpless than her.
She suggests Anarkali that she should tell
the truth to her husband but Anarkali
knows that this would put her into more
trouble than the present one. So, she
pleads for mercy on the part of Uma for
letting her get out from jail so that she
will run away to somewhere else. She
clarifies that if she speaks the truth, they
(murderers of Kamala) will kill her.

In spite of being aware of the killer
of Kamala, Anarkali, however, doesn’t set
out to talk reality. She has confidence
neither in police nor on Uma.If Uma
wants to help her, she has to secretively
arrange some money for her bail. Uma
finds herself involved in this investigation
now.The police, including Suresh Rao, is
all basic about the ‘Hijras’ feeling that
Kamala’s homicide is only an aftereffect
of some shared battle between the
‘Hijras’. Both policeand SureshRao
areapprehensive that Kamala might be
murdered in some mutual interaction
between the ‘Hijras’. Constable
Munswamy accompanies Uma in her
research work and gives her some
necessary information about the case.
Kamala was burnt and drowned into a
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pond near a temple. Her body was found
by some passer-by four days after her
death. Uma grows doubtful of the
statements given by ‘Hijras’and in the due
course her interest in the gross truth
behind the death of Kamala increases. She
takes some money from her father saying
that she wants to buy some gift for the
Minister’s son’s wedding and goes to
meet Champa, the ‘Hijra’guru and
Anarkali’s friend. Here, she sees Salim
about whom Anarkali had mentioned to
her in prison:
ANARKALI. She was beautiful. Very

beautiful... That’s why
Salim’s wife put fire to
her beautiful skin and
burned her to the other
world. (CP p. 15)

Salim is looking for some photo
which Kamala had. Champa makes Uma
aware that Salim is the bouncer of the
Minister. He used to come for Kamala
every day. He wants a photograph of
Kamala and him together for which he
drops in every now and then. Uma
searches Kamala’s trunk but finds no such
photograph. She understands that Champa
is beguiling her.She argues Champa and
blames that she is sceptical whether she
needed Kamala dead. Anarkali was the
suitable candidate next to Kamala whom
Champa has trapped in the murder case.
Champa does not want to argue with her
and asks her to leave. She is certain about
her enormous affection for Kamala as she
considers her his daughter. She directs
Uma to move out of her house as Uma
has absolutely no idea that Kamala was
the apple of their eyes.Uma understands
that it is no way possible for her to win
the trust of ‘Hijras’. Uma hasnow left
with no option but to pursue herresearch
without the help of ‘Hijras’on her own.

Her investigation takes her to the
Minister’s house where she meets Salim.
Here again, she takes Munswamy with
her who is very much afraid of visiting
the Minister’s house during his duty
hours. While Uma urges Salim to let her
talk to his wife, the Minister intrudes in
quite unexpectedly. Uma talks to the
Minister about the case and Salim’s
involvement in it. The Minister’s reaction
to the case is very calm, he too speaks
the same language as that of her husband
and Munswamy. The meeting is abruptly
called off when the Minister’s son Subbu
comes down. Subbu is reluctant to go
ahead with his marriage and seems rather
disturbed because of this. Uma wants to
talk to him further but the Minister
interrupts in between and asks Uma to
leave.

When Uma comes to know that
Anarkali has been released from the jail
she immediately goes to see her. She finds
her in a wretched state-brutally beaten
and with a broken nose. Anarkali asks
Uma not to put her position in danger
because of them:
ANARKALI. One‘Hijra’less in this

world does not matter to
your husband.

ANARKALI. Don’t put your position
in danger. Go home.

CHAMPA. Madam, do as she says.
Go home to your
husband. (CP p.35)

The ‘Hijras’promise Uma to meet her
at the Minister’s son’swedding and
surprisingly they do come after the
ceremony is over. Uma persuades the
Minister to let them perform as a good
omen for the couple. The ‘Hijras’move
before the newlyweds i.e. Subbu and his
better half. During the couple dance,
Subbu begins feeling uncomfortable and



acts in an insane way. He grabs Suresh’s
gun and makes an endeavour to shoot
himself. All at once, Anarkali draws close
to him and gives him a photo. It is the
photo which Salim was looking for a long
time. The concerned photograph was
clicked by Subbu and Kamala
immediately after their marriage was
solemnised in a temple. After seeing the
photograph, Subbu starts crying and in
this fit of anxiety shoots himself to death.
With this, f Kamala’s death mystery turns
clear.When Uma asks Anarkali about why
she did not tell her the truth, her answer
is:
ANARKALI. Would you have

believed me?... (CP p.
41)

She knew that Kamala was killed by
the Minister’s men but also knew that
her voice would not be heard by anyone.
Uma is quite confident when she exhorts
that everyone of ‘Hijra’ community knows
the murderer of Kamala. But being
marginalised, nobody dares to speak. Not
only this, the case was also closed and
there was no report of the case in the
newspapers too:
UMA. Champa was right. The police

made no arrests. Subbu’s suicide
was written off as an accident.
The photograph was destroyed…
(CP p. 42)

The statement “They have no voice”
sums up the play in a nutshell and thereby
hints at the insignificance of ‘Hijras’in
the mainstream society. ‘Hijras’ are the
marginalised inhabitants of the society
who have no stand to claim their existence
to the world. They are insulted, cursed,
tortured, beaten and put to all kinds of
extortions like stray animals. All the
misfortune met to Kamala because she
was a beautiful Hijra.

For ‘Hijras’, relationships are of great
importance than power and money. Their
mother-sister relationships may be seen
as objects of ridicule by people like
Suresh Rao and Munswamy but they
mean a lot to them. Uma makes Anarkali
her sister and goes to every extent in her
attempts to save her. At once, this
investigation puts her married life in
trouble too when she goes against the
reputation of her family and personally
interacts with the ‘Hijras’. Anarkali also
keeps her sister relationship with Uma
by asking Uma not to put her position in
danger for them. She also gives her a
locket with the blessings that she would
become a mother soon and for this she
does not ask for any money from her.
She loved Kamala so much that in order
to save her from the cruel hands of the
society, she fought with her every day.
She must have foreseen the serious results
of her alliance with Subbu at its very
beginning and so she made every attempt
to keep Kamala away from Subbu.
Although Kamala was going to become
the next ‘Hijra’guru after Champa and
was thus a hindrance to Anarkali’s way
to the power position, Anarkali did not
let her ambitions tamper her love-bound
strong loyalty with Kamala. She is a far
better human being than the Minister who
cheats his own son and becomes the cause
of his suicide. In order to save his
reputation and avoid any embarrassing
situation in the society, he kills his son’s
love thus making him an insane. He
forces Subbu to marry a girl of his choice
and hopes everything will be fine after
his marriage. He tortures the ‘Hijras’
through Salim in order to get the only
proof of Subbu’s marriage. Even after
losing his only son in the end, he does
not realise his guilt and hushes up the
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matter using his influence. Suresh Rao,
who is demonstrated a cherishing,
mindful and concerned spouse, has no
an incentive for his significant other’s
difficult work and battle in offering equity
to the ‘Hijras’. Although Uma’s husband,
Suresh Rao, is described as an adoring,
mindful and concerned person, has no
recognition for his wife’s endeavours in
the direction of providing rights and
justice for the ‘Hijras’. He sells himself
to the minister by destroying the
evidences of the murder and keeping
silence over his guilt.

In this way, the play touches some of
the relevant issues of present Indian
society- plight of ‘Hijras’as the
marginalised section of Indian society,
class-gender based violence and its
aftermaths. Being the people with
ambiguous gender and sexual identity,
‘Hijras’are taken as the objects of awe
and disgust. Their social status in the
society is still under questionas even
being the minority community of India,
they are not considered as a part of it.
When Uma visits Champa, Champa
makes a sorry figure and reuses anything
to discuss as she thinks that Uma also is
from that ‘superior’ society. Champa’s
question to Uma clearly indicates that
‘Hijras’urge for a respectable recognition
in the society.

The play is written keeping the linage
of detective serial. Uma, a research
scholar in Sociology, purposely embraced
the topic of investigation ‘The murder of
Kamala, a eunuch’Inside the text of the
play, Dattani attempts to uncover the
situation of eunuchs in Indian culture. He
asserts through Uma as his mouthpiece.
Uma is of the opinion that there are
transgender everywhere on the world, and
India is no special case.This research only

intends to highlight their due place in
Indian society. They are seen as
marginalised although they hanker after
love and family throughout their lives.

As the examination continues, the
dramatic tension brews on quick
succession of events reproducing
suspense and acknowledgment of the
predicament of ‘Hijras’ in their social
surroundings. Dattani uses a photograph
as a tool tocreate suspense which is
eventually disclosed. As a result,many
hush up secrets are revealed-Kamala and
Subbu’s marriage, Minister’s involvement
in Kamala’s murder and silence of‘Hijras’
because of their fear of being killed by
the minister’s men.

The play also presents some
emotional situations that throw light on
the condition of women in a patriarchal
set up.The conversations betweenUma
and Anarkali, in the police station, are
suggestive of her position as female in
her patriarchal family. Before this
research, she was just the wife of Suresh
Rao, the superintendent of Police and the
daughter-in-law of the Deputy
Commissioner of the city. Eventually, she
explores many new relationships and
discovers her identity too. Now she
becomes Anarkali’s sister, a socialist and
a responsible citizen during the
investigation of the case. She feels a sigh
of relief that she has made herself
freefrom the blame of her mom.
Furthermore, by doing so,her infertile life
will be fruitful by assisting the ‘Hijras’in
getting equity for Kamala.

The serious tone of the play is
subsided by the element of comic to some
level. Anarkali’s conversation with
Munswamy and Munswamy’s uneasiness
at Uma’s bold attempts create humour in
the play. Dattani also uses some



innovative techniques like thoughts and
voice-over to present his mind to the
listeners. Uma’s rumination about the
origin of ‘Hijras’ and their status in the
society is presented through her thoughts.
Also, her reactions to what Munswamy
asserts of the ‘Hijras’are depicted through
her thoughts when she ruminates that no
one appears to know anything about them.
They are not aware of their significance.
She questions if they‘Hijras’ resulted in
these present circumstances of the nation
with Islam, or are they part of our
magnificent Hindu tradition? She says:
UMA. (thought). Is it true? Could it be

true what my mother used to say
about them? (CP p. 7)

From the view point of traditional
element, the characters in Dattani’s plays
resemble the everyday human beings that
we encounter in social plays of Sanskrit
theatre such as Prakarana,Prahasana and
Bhama. A faint streak of the classical
‘Vidhushak’ character may be noted in
the character of Muniswamy, who plays
the constable’s role in Seven Steps Around
the Fire, with gesticulation and witty
remarks he provides some relief to a
serious murder-mystery plot. He can be
spotted accompanying and helping Uma
Rao in her search to track down the real
culprit behindKamala’s murder. He
resembles the classical clown, when he
cautions Uma Rao, about the dangers
involved in the chase and expresses his
genuine concern for her safety and
wellbeing. Thus, Dattani gives a fresh
lease of life to the tradition of Indian
drama by dexterously delineating male,
female and ‘other’ characters from all
walks of life that inhabit the modern
Indian milieu.

To sum up, some ticklish and soul-
searching questions are put by Mahesh
Dattani in his radio play Seven Steps
Around the Fire after a thorough analysis
of the status of the marginalized
communities in India (‘Hijras’ and
women) and the socio-cultural paradigms:
 Is the minority always supposed to

be in the wrong?
 Is it always subjected to oppression?
 Is the majority always right?

Dattani may not have answers to all
these questions but he has stirred us to
ponder over these questions and find out
some possible or tentative, if not the
‘Final Solutions’. Dattani’s plea is for
reason and mutual accommodation. He
is not siding with either the majority or
the minority.
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ABSTRACT

This study will present a comprehensive
look at different modes of Rabindra
Sangeet and its larger reverberation in
world peace. The purpose is to traverse
the musical calligraphy of cultures
through the spiritual significance of
Rabindra Sangeet by Guru Rabindranath
Tagore. The objective of the research is
to explore different parjaays of Rabindra
Sangeet with peace at different levels:
peace at the global level, peace within
society, peace between human beings,
peace with nature and peace within
self.Rabindra Sangeet can transcend
communities, cultures, and creeds. It also
continues to inspire spiritual expression
as sound reflects and affects faith and
values. Beliefs and perceptions will
transcend the very nature of music and
lyrics. spirituality is an essential part of
who we are, and it forms the framework
of our world. Community, culture, and
creed all offer insights into the connection
between music and spirituality. Rabindra
Sangeet cultivates community, as sound
creates communication and unity.
Cultivation is a constant process that
develops, encourages, and nurtures.

Dr. Rajesh G. Kelkar*
Bhumika Trivedi**

Rabindra Sangeet assists in creating
culture, characterized by a community of
people, representing their customs,
ethnicity, history, philosophy, and
traditions. The language and speech of
spirituality is as varied as the sounds of
the Earth. It presents cultures with a
refreshed relevance in people’s lives, and
provides a way for individuals to relate
to other cultures. Exploring the musical
calligraphy of cultures throughout the
world is a wonderful way to explore the
spiritual significance of Rabindra
Sangeet.

Keywords:

World Peace, spirituality, different
parjaays in Rabindra sangeet, faith and
values.

Introduction

Guru Rabindranath Tagore is one of the
best poet in the world. As a teenager, he
wrote “Vanusinghe’s verses” following
the footsteps of Vaishnava poets, and
devote himself to literary work till the
last day of his life. His innumerable
literary creations are an invaluable
resource of India and the world. Talent is
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perhaps a formidable force that can’t be
stopped by a bolt that makes its own way
on its own. That is why we see so many
great thinkers in this world who have
worldly nobility.

Rabindra sangeet makes the moment
of the mind smootherand the mind
suddenly becomes overwhelmed with an
unknown joy. Behind the creation of
music, the poet has his deep personal
thoughts and a deep affection for the
world and nature. This idea brings the
poet to his great music world. The poet
has united man and nature and the scope
of love is there. His love is not isolated
from nature.(Dutta)

In the world of music Guru
Rabindranath Tagore is like a great sage.
He has written numerous Essays, science
fiction, novels, short stories, poems, plays,
dance plays. His music is popular today
and is known as “Rabindra Sangeet”. The
most amazing aspect of Rabindra sangeet
is the depth of the lyrics and
theabstraction in most of the Tagore
songs. we call Rabindranath Tagore as
‘nibhrito pran er debota’ ie God for the
lonely soul, friend of the lonely soul.
Rabindra sangeet is also very near to
spirituality as its one of the important
prajay is “Pooja Parjaay”. List of different
parjaays inTagore’s songs are as follows:
- (Geetabitan.com)
 Puja (21 upa–parjaays)
 Swadesh
 Prem (2 upa-parjaay)
 Prakriti (7 upa-parjaay)
 Bichitro
 Anushthanik
 Geetinatya O Nrityanatya (6 upa-

prajaay)
 Bhanusingha Thakurer Padabali
 Natyageeti
 Jatiya Sangeet

 Puja O Prarthana
 Anushthanik sangeet
 Prem O Prakriti
 Nrityanatya Maayar Khela

Influence of western music in

Rabindra Sangeet

In the musical climate in which
Rabindranath Tagore became a man in
his childhood, both eastern and the
western music genres flowed equally.
Therefore, just as he took the help of
country music to increase his musical
repertoire, he has tried to enrich the
Bengali music by preserving his
individuality by following the music of
west where he has been attracted.

If we understand the creation of
bengali songs following the western song
created by the poet, it can be seen that
these songs were written in the early life
of the poet. So, the songs written at that
time were influenced by western tunes.
In particular, the lyric drama
“Kalmrigaya” and “Balmiki Pratibhaya”
are rich in the songs of the forest
goddesses and the many songs of
Kalmrigaya arerich in western, scotch, Iris
and English melodies. His poetry is able
to take people far above this world, one
of the purest and most beautiful people.
So, the main purpose of his song is to
express the juice through the melody. As
a result, rhythm is essential in this music,
but the melody of music was considered
to be the first and main preoccupation.
Since, Rabindra Sangeet is a combination
of melody, the place of rhythm goes there
with the rhythm of the poem. According
to Rabindranath Tagore “The work of
rhythm in the poetry is the work of rhythm
in song. Therefore, the rhythm is the same
as the rhythm in the poem, the song will
follow the same rules.”Tagore’s ideology
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and aesthetics wasan excellent blend of
Indian classical, Bengali and Western
musical characteristics with a superior
writing pattern. (Herath)

The solitary path to spirituality

through Rabindra Sangeet

In the warm presence of the Maharishi,
Rabindranath Tagore was rejuvenated in
a spiritual atmosphere. Therefore, there
is a direct and indirect spiritual effect in
his entire poetry and in the pursuit of
life. After all, he was not only a poet, he
was a creator, he was a sage. The
influence of Vedas-Upanishads,
Ramayana, Mahabharata etc. played a
revolutionary role in shaping his mind.
The spiritual realization of Rabindranath
Tagore is reflected in his literary work,
especially in music. He is the bearer and
carrier of the eternal truth of India-soul
and the spiritual meditative concept of
the sage of India and his mature spiritual
thought and intense feeling is a signature
in his creation of Rabindra sangeet.
(Ghosh)

Pooja means offering. Hence all these
songs are directed towards the
Almighty.There are six hundred and
seventeen songs under puja parjaay. All

these songs are further sub-classified

or sub-classes into twenty-one upa-

parjaays. They are Gaan, Bondhu,
Prarthana, Biraha, Saadhana O Sankalpa,
Dukkha, Aashwas, Antarmukhe,
Aatmabodhan, Jaagoron, Nihshanshay,
Sadhak, Utsab, Aanondo, Bishwa,
Bibidha, Sundar, Baul, Poth, Shesh and
Porinoy.

The concept of God, the Almighty,
as well as Tagore’s quintessential
celebration of spirituality is expressed
with new, enriched dimensions, meanings
and nuances in all the lyrics of his songs

in the ‘Pooja parjaay’ of Geetabitan. God,
his eternal playmate, his beloved and
friend and his dear confidante, is a
mystical, inspirational entity with whom
he celebrates his overflowing love, while
also trudging the path of natural oneness
with the divine.

Ritual and tradition are also tightly
tuned to musical expressions in culture.
In this sense, Rabindra sangeet shapes
culture. Culture cannot be owned by any
individual; culture is collectively shared.
Culture is the meeting point for many
core values, where people and nations are
united by the human spirit. Rabindra
sangeet is one way we can record and
reflect the history of humanity. Culture is
the flavour that spices our recordings and
reflections. Cultures have received a
spiritual inheritance by adopting music
throughout the generations, and cherished
their expressions of musical styles
identified by their nationhood. Rabindra
sangeet can define and identify the sound
identity of a culture. It points to the ways
in which different faith communities
respond to their creeds. Understanding
creeds is crucial as religious beliefs will
always affect the reality of people’s lives
and thoughts concerning music. The
spiritual climate of the world is governed
by individual beliefs. Faith is foundational
to any creed held dearly in the hearts and
minds of people. Faith frameworks have
a spiritual territory observed in places of
spiritual significance. For example, places
of worship, whether church, synagogue,
or temple have spiritual significance to
the faith framework they represent. The
existence of Rabindra sangeet and
spirituality enables our collective
consciousness to become increasing more
socially and spiritually attuned.



Rabindra sangeet can also be
described as being blessed by an
abundance of bliss, bringing a state of
spiritual joy. Experiencing its songs
delivers a delightful feeling of
extraordinary happiness and excitement.
An ecstatic moment of pure elation can
create spiritual fulfilment as the sound of
Rabindra sangeet serenades our soul. This
euphoric feeling is a complete
surrendering of the soul. It sings lullabies
that surround us. The sound and sensation
are one and have the ability to take us to
new heights where the spirit soars. It also
shares whispers while it ministers to our
spirit in these powerful moments of
peaceful solitude.

Something spiritual happens when
you download a song into your spirit.
Experiencing ecstasy tastes the sweet
nectar of spiritual intoxication. Rabindra
sangeet is a method of worship. Worship
is a state of spirit. Worship begins in the
heart and creates a heart connection.
Worship is a key to experiencing ecstasy.
Ecstasy embraces bliss. It expresses
audible emotion and paints a picture
evoking an extensive range of human
emotions. It is a collective and emotive
expression of the heart, body, soul, and
mind. Your body knows the music that
you love, your mind knows the
knowledge that you love, and your spirit
knows the values that you love. Peace,
love, and unity through body, mind, and
soul is a powerful mix. Emotional
expressions are distinct from spiritual
experiences, being powerful energies
delivered through anger, crying, laughter,
and love. A spiritual experience is like a
fountain of music sourced from the living
water well of the soul. Emotional
expressions pass through life, whereas
spiritual experiences are profound to life.

Spiritual songs can stir our soul to
consider eternity and everlasting love.
Spirituality can inspire lyrics which have
the power to establish themselves as
spiritual values in daily living. Lyrics are
emotive poetry. Only then can we truly
taste the exquisite essence of song with
spirit, experienced and expressed as one.
The effect is a purely spiritual sound,
delivering a supernatural delight.

The new spirituality retains the old
magic of the Sufi mystics, the Sikh gurus
and Sri Chaitanya, that is, the eternal
emotion, love. In a way, Tagore’s Gitanjali
is also spiritual poetry within its mystic
form, as he has identified the Divine in
the material universe, the Divine whose
love would have been meaningless
without the human individual. (Ghosal)

World peace through Rabindra

Sangeet

Rabindranath Tagore firmly believe that
unless large and powerful nations, aided
by their own superiority and vast
technological advancement, their desire
for territorial expansion, control over
smaller nationswould cease, world peace
could never be achieved. According to
the poet, peace can be achieved only
when diverse castes and nations develop
in their own distinct characteristics. Be
free, while all will be connected through
the bonds of love to the stem of humanity.
He firmly believed that world peace could
be achieved only when both East and
West met on an equal basis and of equal
fellowship. Where knowledge flows in
two streams – from the East and from
the West and recognized unity of truth.
(Kundu)

Rabindra Sangeet is efficient for
improving happiness, peace, health and
concentration. It evokes the mood of
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Individual contemplation of a universal
pathos and seeks the resolution of the
problem of human alienation in
philosophical/spiritual fulfilment through
the process of travelling from sound to
silence, from loneliness to harmony, from
restlessness to peace. Therefore, unity
become one. It is a essential sense of
human loneliness that serves as the main
motive of Tagore’s myriad of songs on
that is Rabindra Sangeet. (Dasthakur)

Rabindra Sangeet calms the mood
helping to bring a calm feeling. The filth
of daily life washes away the blackness
of the mind and gives the mind an
indescribable innocent aesthetic world.
The unspoken irritation of the mind can
only be alleviated through Rabindra
Sangeet. Because, it is a special art
emanating from the deepest province of
the mind, i.e. the language of the deepest
feelings of the mind in music.

Rabindra Sangeet includes songs
composed on the occasion of nature, love
of country, puja and various ceremonies,
as well as innumerable songs suitable for
the establishments of the essence of
poetry and drama. Rabindra sangeet also
spread the message of peace all over the
world with the help of its different
parjaays mainly puja Parjaay.
Rabindranath Tagore realized this divine
power of music and added it into teaching
of life and the formation of life.

The ups and downs of the ongoing
life of the poet, the special feeling and
feeling that the footsteps of the Father of
the Universe felt in himself, is an
everlasting achievement in the terms of
various ideas, language and melody. It is
known as the puja stage songs of
Rabindranath Tagore that this puja is not

just a dry cover of devotional worship, it
is not a dedication to the world of kalpa
for self- improvement, it is not involved
in any web of sectarianism or formality.
This worship is for the great philosopher’s
own Life-God, in various colors dedicated
to the Supreme Being of humanity. (Dutta
Choudhury)

Conclusion

It is a result of Rabindranath Tagore’s
penance that Rabindra Sangeet has the
power of different prajaays, songs with
beautiful meanings, emotions and
feelings, festival songs, Baul, Kirtan and
spirituality through which the message of
peace spreads in the whole world.
Rabindranath Tagore has also introduced
several new rhythms suitable for his
songs. Rabindra Sangeet is flowing like
a slow-moving stream to meet the ocean
of world music.
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ABSTRACT

Indian Music has got significance
globally due to its divinity, perfect
structural system, and gamaka-s etc. It is
very soothing that melts the hearts. Indian
music has got its history from Vedic age,
which is an ancient valuable heritage
passed from generation to generation and
existing still. With the passing times,
Indian music has been divided into 3
types based on diversified cultures and
languages followed by the people. These
are 1. Carnatic Music, 2. Hindustani
Music, and 3. Rabindra Sangeet. Among
these Carnatic music is followed by the
southern parts of India, Srilanka,
Singapore, Malaysia, Indonesia and other
few countries.

Date back from 4th Century many
treatises like Natya Sasthra, Brihaddesi,
Maanasollasa, Sangithasamayasaram,
Sangita Ratnakaram, Swaramela
Kalanidhi, Chaturdandi Prakasika,
Sangitha Sampradaya Pradarsinietc
explained the stage wise developments in
Carnatic Music and are having lot of
information on origin of Swara, Nada,

Mrs.E. Sreelakshmi,
Dr. J. Sankar Ganesh

Sruthi, Grama, Moorchana, Laya,
Thalam and Raga etc. The 18 th Century,
Trinity period is known as Golden era
for Carnatic music which got explored
and flourished like anything. Many
followers and disciples were formed and
the music has been propagated to great
extent and also print and electronic media
further aided its development and reached
to nook and corner. By 20 th Century post
trinity composers further enriched the
music world with their new innovations.
Concert system has been established and
a singing order for stage performance
has been set, and followed by all music
lovers. That gave a clear picture to the
learners.

One among such post trinity
composers is Sri Gali Penchala
Narasimha Rao, who has done an
enormous musical works and wide variety
of compositions such as Varnams, Kritis,
Padam, Javali, Thillana, geetham,
Thathvams, Patriotic songs and light
music songs. He is also one of the first
generation music directors for Telugu
Cinema Field. After retiring from cine
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industry he has completely devoted to
classical music.

Aim - This paper is focussed to
analyse and bring one of his master piece
in Tanavarnam-s, “Dasaragamalika
Varnam” into limelight to exhibit his wide
range of knowledge on raga-s, swara-s
and language skillsas well.

Key Words – Gali Penchala
Narasimha Rao, Dasa Ragamalika
Varnam, Narayani, Gouda Malhar,
Gaula, Bhupalam and Begadaetc

Introduction

For any music lover, in order to become
a singer, learning of classical music and
having that basic knowledge is a
compulsory requirement. Learning of
Carnatic music has to be pass through
two phases called Abhyasaganam
(learning phase) and Sabhaganam
(performing phase). Abhyasaganam
covers the Kalpitha Sangeetham such as
SaraleeSwaram, Hechhu (high pitch) and
Mandrasthayi (Low pitch) swaram,
Jantaswaram, Dhatuswaram, Janta
Dhatuswaram, Alankaram,
Pillarigeetham, Sancharigeetham,
Lakshanageetham, Swarajathi,
Jathiswaram and Varnam to achieve an
accurate and polished tone. It also helps
in gaining swara and Tala knowledge.
Sabhaganam part includes both Kalpitha
and Manodhrama Sangeetham which
covers Varnam, Kirtana, Kriti, Javali,
Padam, Thillana and Ragam-Tanam-
Pallavi with Ragalapana, Neraval and
Swara Kalpana. Hence varnam belongs
to both Abhyasa and Sabhagana item

Varnam–Varnam is a kind of special
musical form that could be seen only in
Carnatic music and nowhere else in other
music in the world. This is a lengthy
musical form which could be defined as

a dictionary for raga and treasure of all
possible swara phrases for a particular
raga in which it has been composed, such
as Raga ranjaka Prayoga-s, catchy swara
tunes, Janta – Dhatuprayogas-s, Graha,
Amsa, Jeeva, Nyasa, Vadi, Samvadi and
Nyasa swara-s are arranged systematically
by following its technicalities and with
melodic structures. Varnam lets the
learner to improve his knowledge on Raga
that helps in improving the knowledge of
Manodharma.

Varnams have been divided into
several classifications depends on its size,
type of tala, and  based on its structure.
They are 1. Thana Varnam 2. Pada
Varnam and 3.Ragamalika Varnam.

Dasa Ragamalika Varnam

One of the notable works among the
the compositions of Sri Gali Penchala
Narasimha Rao is Dasa Ragamalika
Varnam

Brief life history of Sri Gali Penchala

Narasimha Rao (1903-1964)

Sri Galipenchala Narasimha Raowas
bornon 8-Oct-1903 in a village called
Thopugunta Agraharam, near Ongole in
Prakasam Dt,  in erstwhile Madras
Presidency which is now in Andhra
Pradesh state. His parents are to Sri Gali
Kotayya and Sri Gali Buchchamma.  He
started music at very young age along
with harmonium, from his Guru-s Sri
Kotilingam (Bejawada Kotilingam) and
his brother Sri hanumaddas (Chinna
Hanumanthu) of present Vijayawada. He
used “Narahari” as his mudra in all of
his compositionswith a devotion towards
their kuladaivam (family god) Lord
Lakshmi Nrisimha. Most of his
compositions are in Telugu and few are
in Sanskrit.



At the beginning of his career he used
to compose music for Dramas and got
many appreciations and was offered with
a cine music direction by Vel pictures in
1934. His first movie was “Sita
Kalyanam” and continued his profession
forworking  about 12 movies in
Teluguand was given with a title of
“Sangita Mahamahopadyaya” for his
services in cine field. Later he took
retirement from music direction in cinema
field and completely focussed on classical
music.

He has composed almost all kinds of
musical formssuch as varnam-s, krithi-
s,Geetham, Swarajathi, Thathvam-s,
Thillana, Ragamalika-s, Padam-s, javali-
s,light music songs, folk songs and
patriotic song, etc.He has created many
new ragas and talas for example
Bahurupini, Sailavihari, Rasollasini,
Kalpanadharini, Sarangatharangini, Sudha
Varshini, Sidheswari, Madhusravanthi,
and sasikaladhari and more. In his
Varnams, he has used wide variety of talas
using different combinations, taking from
35 Tala system such as  Khanda Triputa,
Tisra Rupaka, Misra Rupaka, Khanda
Rupaka, Misra Triputa and Chaturasra
Jhampe. He has also created two new

talas namely “Chitravichitra-

gathitalam” and “Samatalam”. These
kritis composed in these two talas could
be seen in one of  his published books of
kritis. He has composed around 200
varnams and more than 500 other
compositions.

The compositions of Sri Galipenchala
Narasimha Rao were brought to the use
of mankind in December 2017 by his only
son “Sri G.M Shobhanath” who is a
retired bank employee but a music freak
by genes. In his words, his father’s last
wish was to get his compositions

published and seeing that the music lovers
could see some new dimensions in music
on listening and learning his style of
compositions.

Story behind the composition of Dasa

Ragamalika Varnam

An interesting incident lies behind
composing this Dasa Ragamalika Varnam
is that, the composer Sri Gali Penchala
Narasimha Raowas happened to question
by his wife that why do the Ragamali
kavarnams were restricted to 9 ragas,
when he was teaching her the classical
music. With that, he took initiation in
composing this Dasa Ragamalika Varnam
having 10 raga. This varnam is composed
in praise of n Lord Ganesha (Vinayaka)
also suits as an excellent item to begin
the concert.

Suddha Sahityam (Lyrics)

Pallavi – Akhilanda Koti Sarva
Phalasiddhivinayakamoorthaye

Anupallavi – Nikhilalokasamsevithapram-
adhaganaprakirthaye

Charana Pallavi – Prakatithanaraharisann-
uthamoorthaye

Meaning – Oh Lord Vinayaka you
are the reason for the good things to
happen for the living beings in the
universe covering crores of planets. You
are the one who is worshipped and
appreciated by the people of many
different worlds (lower level layers under
the earth towards the bottom. Ex - Athala,
Vithala, Suthala, Talaathhala, Rasaathala,
Mahathalaand Paathaala) also by
Pramadagana-s (Lord Siva’s attendants
and servants mainly including Nandi,
Bhringi, Chandikeswarain kailash, the
place where the Lord Siva stays). You
are the only one who is treated as
presiding deity by Narahari (incarnation

Dasa Ragamalika Varnam - Composition of...



of Vishnu) and other deities and is the
dearest one to all.

Rhetorical beauties and special

features

The lyrics are containing both
Dwiteeyaksharaprasa and Anthya Prasa.

1. Dwiteeyaksharaprasa- “Kha/ka’
could be seen as the common second
syllable in the beginning words of

each line ‘akhila, nikhila and
prakatitha”.

2. AnthyaPrasa (ending syllable) –
“ye” could be seen as the ending
syllable in all lines “Murthaye,
Prakirthaye, murthaye” in a rhyming
manner.

3. Also CharanaPallavi is containing
the vaggeyakara mudra “Narahari”

Raga-s and Tala handled in this Varnam

This Thana Varnam has been set in AdiTalam. There are totally 10 number of raga-s
used by the composer in this Varnam. They are namely

1. Naata  (Pallavi)
2. Gaula (Anupallavi) Purvangam
3. Malayamarutham
4. Narayani (MukthayiSwaram)
5. Gouda Malhar (Charana Pallavi /Ethugada Pallavi)
6. Bilahari (Ethugada Swaram 1)
7. Begada (Ethugada Swaram 2)
8. Arabhi (Ethugada Swaram 3) Uttarangam
9. Sriragam (Ethugasaswaram 4)

10. Bhoopalam ((Ethugada Swaram 5)

Raga Analysis of Dasa RagamalikaVarnam

Pallavi

Raga – Naata Arohana – S R3 G3 M1 P D3 N3 S
36thMelakartha Chalanaata Janyam Avarohana - S N3 P M1 R3 S

P   , p n p p m- r g m r s n s r S     ,  n p n s r m R m P n S
Ni - khi - la - lo -  - - -ka - - sam– se -  -  - - vi – tha - - -

r s r m g m r s s  n p m p n r s , n p m g M r s n s r , m p n
pra- - ma -  -  da - ga - - na -  - pra -   -  -  -  - ki -  - -  - rtha -  - ye - -

Raga Gaula in an ancient ragam
which is considered as forerunner for
Mayamalava Gaula but currently it is
classified as Janya (derivation) of
Mayamalavagaula raga. The Rishabham
used here is considered as Ekasruthi
Rishabham or Gaula Rishabham.

Daivatham is omitted both in Arohana
and Avarohanawhrein the Gandharam is
omitted in only Arohana.

‘r g m r s’, ‘ r m p n s’ are
ranjakaprayoga and gives the shade of
the raga. Gaula is one of the Ghana raga-
s



Mukthayiswaram

Mukthayiswaram comprises of 2 ragas Malayamarutham and Narayani.
Raga – Malayamarutham Arohana – S R1 G3 P D2 N2 S
16thMelakartha Chakravakam Janyam Avarohana – S N2 D2 P G3 R1 S

S , n d n p d , n d p g p g r S  , n d n s r g P n d p d n
s r g p g r s r g r s n d n s r s N d  n p d n g p  d n S  ;

Malayamarutham is a shadava – shadava raga by omitting Madhyamam. This is
one of the morning raga and also a rakthi raga. 

 

‘g p g r s’, ‘d n s  r  s ’ are
ranjaka and raga chayaprayoga-s.

Raga – Narayani Arohana – S R2M1 P D2 S
28thMelakartha Hari Kambhoji Janyam Avarohana – S N2 D2 P M1 R2 S

n d p m , r s r m P m r s n d s r s m r p m d p n d m p d S
n d s r m r m s  r s n d p d r s , n d p d P m r s r m , p d r

Narayani raga is an Audava- shadava
raga. Gandharam has been omitted in both
Arohana and Avarohana and Nishadham
is omitted in only Arohana. This is a
rakthi raga. Composer has followed

Tyagaraja by taking this raga as Janya of
Hari Kambhoji rather mentioning it from
Sankarabharanam as done by Dikshitar.
‘m p d s ’ , ‘s r m r s’ are the
ranjakaprayoga-s.

Charana Pallavi

Raga – Gauda Malhar Arohana – S R2 M1 P D2 S
29thMelakartha Dheera Sankarabharanam Janyam Avarohana – S N3 D2 M1 G3 R2 S

 S  , s n n d m p d m g r  s r  g S   , n d s  r  m g R s r m p d
Pra – ka  -ti - -  tha – na -  -ra - ha Ri - san - nu - tha mu - rtha - ye - -

Raga Gauda Malhar is creation of
Harikeshanallur Muthaiah Bhagavathar.
This is an Audava- Shadava raga omitting
Gandharam and Nishadham in Arohana
and Panchamam in Avarohana. ‘d m p d’

‘p d m’ are important phrases, Janta,
Aahatha and prathyahathaprayogas like

‘s s nndd mm’ ‘s n – nd – dm – mg –

gr – rs’ are attractive phrases and adds
beauty to the raga. Gauda Malhar raga
exists with the same name in Hindustani
music too but with some differences and
belongs to Kafi/Kamaj Thaat.

Ethugada Swaram 1

Raga – Bilahari Arohana – S R2 G3 P D2 S
29thMelakartha Dheera Sankarabharanam Janyam Avarohana – S N3 D2 P M1 G3 R2 S

The first Ethugadaswaram spread
over in one Avartham, having long notes
completely and has been composed in
Raga Bilahari. This is an Audava –

Sampurnaragamand Bhashanga raga as
well having “Kaisiki Nishdham” as
foreign note.

Dasa Ragamalika Varnam - Composition of...



Ethugada Swaram 2

Raga – Begada Arohana – S G3 R2 G3 M1 P D2 P S
29thMelakartha Dheera Sankarabharanam Janyam Avarohana – S N3 D2 P M1 G3 R2 S

s N d p g m d p M g r s n d p d p s n s g r g m p d P ;
n d p s , s  g r g M g r s r n , d p m d M g r s g m , p d p

Raga Begadais related as ‘Meegada’
in Teugu language which does mean that
cream of milk, because of its smoothness
while singing. This is a Vakra Shadava -
Sampurnaragam being Nishadham is
absent in Arohana. ‘Kaisiki Nishadham’
is a foreign note used occasionally.
Suddha Madhyamam in this raga has to

be sung in an elevated tonal level which
is called prathyanthara Madhyamam or
Begada Madhyamam.

‘dpM’ , ‘pdps’, ‘sgrgm’ ‘mmgrS’ are
ranjakaprayoga-s. Here the composer has
used the phrase ‘sgrgm’ in high pitch
which elevates the beauty of raga.

Ethugada Swaram 3

Raga – Arabhi Arohana – S R2 M1 P D2 S
29thMelakartha Dheera Sankarabharanam Janyam Avarohana – S N3 D2 P M1 G3 R2 S

P , d p m g r s n d r s m r p m d p s n d P m g r s r m p d
s r M g r s r s n d p m p d s R , d ; R , d s r m p d

Arabhi is an Audava - Sampurna raga
by omitting Gandharam and Nishadham
in Arohana. This is one of the Ghana
raga and was found in Sarangadeva’s
Sangitha Ratnakara in 13 thcentury and
also has been found in Sangraha-

chudamani. ‘s d r s’ , ‘s r m p d’ ‘snD’
‘mgrsrm’ are attractive phrases of the
raga. Dhatuprayoga-s like ‘dò r – s m- r

  

p – md – p s

 

” has been beautifully used
by the composer.

EthugadaSwaram 4

Raga – Sri Arohana – S R2 M1 P N2 S
22thMelakartha Kharahara Priya Janyam Avarohana – S N2 P D2 N2 P M1 R2 G2 R2 S
This Ethugadaswaram is in 4 avarthams.

S ,  r s n p s n p m r g r s n P , n s r g r S , s r m p n
s R s n n p m r G r s n p n s r  s n p s n p m r m p n s R
n g r n r m r n p d n p  m r g r s r sm r p m n p s n p m p N
s r m n s r p n s m p n r m p n s r s n p m s n p m r s r m p n

Sriragam is an Audava –
vakrasampurnaragam by omitting
gandharaam and daivatham in Arohana.
This is one of the Ghana ragam,
rakthiragam and mangala (auspicious)

ragam. The phrases  ‘pdnpm’ ‘rmpn’,

‘rgrs’ gives the shade of the raga. ‘srm

– nsr – pns – mpn – rmp-  nsr’ is a
ranjakaprayoga used by the composer.



Bhoopalam is an Audava-
audavaragam by omitting Madhyamam
and Nishadham totally. This is a very
ancient morning raga. ‘dpgrs’, ‘srgpd’
‘rgpds’ ‘pds – gpds – rgpds’ are
ranjakaprayoga-s in this raga and giving
the raga shade.

Conclusion

1. It is found that the composer has
brought a new tradition by using
Bhoopalam as the concluding raga
instead of using traditional
concluding ragas-s like
Madhyamavathi, Sriragam and
Surati.

2. In this composition the composer
has used 4 Ghana ragas out of 5,
which are Naata, Gaula, Arabhi,
Sriragam, wherein Varaali has not
been used.

3. Two morning Raga-s have been used
namely Malayamarutham and
Bhoopalam.

4. Gaudamalhar and Bilahari are
existing with few differences

5. Begada and Bilahari are bhashanga
raga-s.

6. This Dasa Ragamalikavarnam is
very useful for learning to all.
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Abstract:

This paper is an endeavor to delve deeper
into the life, achievements and catharsis
of the soul associated with Sharfuddin
Ahmad Yahya Maneri, who went on
successfully to have established his stature
of a great sufi saint of Firdausia silsila
(order), notwithstanding the fact that the
four major salasil (pl. of silsila) i.e.
Chishti, Suhrawardi, Qadri and
Naqshbandi) of India were much in the
reckoning at the same time. Sharfuddin
Maneri’s popularity and reverence he
enjoyed can be assessed from the fact
that he was lovingly addressed as
‘Makhdoom-e-Jahan’ (Master of the
world), ‘Makhdoom-ul-Mulk Bihari’ and
‘Makhdoom Saheb’. Sharfuddin Maneri,
from this aspect did not attain the
prominence that he richly deserved, and
to some extent was much ignored one in
pan-Indian set up. This is an attempt to
bring out the inherent and intrinsic traits
of a sufi saint, who despite being
engrossed in unravelling the divinity and
mystic power beyond contemplation,
carried out the service to the mankind
with a zeal and burning desire that was
incomparable and second to none.

Keywords: Sufism, Philanthropy,
Bihar Sharif, Piety, Catharsis

Introduction

India has been home to a large number
of sages, saints and sufis. Bihar in
particular has been very fertile land for
such pious souls. The presence of
Sharfuddin Maneri at Bihar Sharif can
be seen as iconic symbol of unity in
diversity. This fact gets vindicated with
the emergence of Jainas and Buddhists
monasteries co-existing within the range
of twenty five kilometers from Bihar
Sharif. The suffix ‘Sharif’ seems to have
been coined after the death of Sharfuddin
Ahmad Maneri especially as a mark of
respect and reverence. Even though he
was not the founder of the Firdausia
silsila but the architect who was
instrumental in taking the silsila to the
pinnacle of glory. With the help of his
maktubat (letters) and malfuzat
(discourses), he proved to be the one who
disseminated love and compassion to his
followers till he was alive. The more
interesting fact is it that the people
irrespective of caste, creed, religion and
gender are still finding succour from him
even after his union with God.

Let us now discuss about the life of
this great sufi who was given the chance
by Almighty to spend a life undergoing
various trials and tribulations, experiences
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and experimentations in this physical and
ethereal world during the journey of self
realisation,  purification of soul
andmysticism. His life and
accomplishment can be dealt in the
following phases:

Birth and Upbringing:

Thereare some contradictions found with
regard to the date of birth of Makhdoom-
e Jahan. In the inscriptions on the walls
of his shrine his date of birth is mentioned
to be 1263 A.D., where as Paul Jackson -
the man who worked extensively on the
life of Makhdoom-e-Jahan and produced
highly acclaimed translated versions of
his several works including “The hundred
Letters”, mentions his date of birth as
1290 A.D. He has also adduced various
sources of evidence regarding it. On the
basis of historical evidences in support
of Makhdoom-e-Jahan’s life and mission,
we can augment the different phases of
Makhdoom-e-Jahan’s life, work and
spiritual journey. Makhdoom-e-Jahan was
born in Maner - a place 25 kilometer west
of Patna in Bihar - which was under the
reign of Sultan Nasiruddin Mahmud (r.
1287-90) of Bengal.

His Sojourn with Sonargaon:

After attaining the age of fourteen in the
year 1304, he ventured into Sonargaon
(Bangladesh) from Maner to receive his
formal education under the tutelage of
Abu Tawama, a distinguished scholar of
Islamic teaching was known for his
extensive and over reaching knowledge
not in the field of Islamic literature but
chemistry, other scientific subjects and
beyond. Theologians from almost all parts
of the world would flocked to him for
receiving insight and wisdom. Spending
after almost twenty years, he returned to

Maner in 1324 A.D. after completion of
his education under Abu Tawama. The
devotion and commitment in furtherance
of his learning took at all on his health
and he fell severely sick. After
consultation with local physician, he was
advised to enter into wedlock to get rid
of his ill health. Following this he tied
the nuptial knot and sired a son named
Zakiuddin. He visited Maner taking his
son Zakiuddin and offered him to his
mother and asking for permission to go
into the pursuit of spiritual quest, and
from now on consider Zakiuddin as your
son thinking me as non existent. (Jackson,
“Bihar Sharif: Dargah of Shaykh
Sharafuddin Maneri” 68 ).

Before departing Sonargaon,
Makhdoom-e-Jahan entrusted his wife
Bahu Badam and his two daughters -
namely Bibi Zahra and Bibi Fatima - to
his father-in-law Abu Tawama and
reached Maner taking only his eldest son
Zakiuddin. As he left only his son to
Maner, there is no mention of his wife
and two daughter anywhere, however
Arshad Firdausi (the translator of many
books of Makhdoom-e-Jahan) gives this
information that he has seen the graves
of his wife and two daughter at Sonargaon
in Bangladesh indicating that they have
never been to Bihar. (Asdaq 82-83).

In Quest of Truth

When he set out for Delhi to seek the
guidance from a spiritual mentor in the
year 1324, he was accompanied by his
elder brother Khaliluddin. First he meets
Hazrat Nizamuddin Auliya, a famous
Chishti sufi, and expressed his willingness
to be a disciple. Hazrat Nizamuddin
Auliya though greeted him with all
warmth and felicity but refused him to
take Makhdoom-e-Jahan under his wings.

Sharfuddin Ahmad Yahya Maneri...



He was offered beetle leaves before
Sharfuddin Maneri saying that though this
bird is exceptional but is not destined to
be groomed under me. In sufi traditon,
offering beetle leaves are symbolic of
biding adieu. Next he approached the
much revered sufi Boo Ali Qalandar at
Panipat, unfortunately here too he met
the same fate. Basically Boo Ali Qalandar
used to be under the influence of trance
and was not able to extend his mentorship
to anyone. Dejected, Sharfuddin Maneri
said that if this is the signs of being a
sheikh then I too am a sheikh. (Munemi
11).

His brother consoled him and
encouraged him when Sharfuddin Maneri
made up his mind to go back to Maner.
On his brother’s insistence, he agreed to
meet another eminent sufi sheikh
Najibuddin Firdausi who accepted him
soon, saying that he had already written
the ijazat nama (letter of permission)
much in advance twelve years ago. Highly
obliged Sharfuddin Maneri asked
Najibuddin Firdausi as to how I will be
able to repay the debt of such
magnanimity. In reply to Makhdoom-e-
Jahan, Najibuddin Firdausi had to say that
your letter of permission has been
prepared under the command of Prophet
Muhammad (P.B.U.H) and you need not
bother. Biding them farewell Khwaja
Najibuddin Firdausi advised Sharfuddin
Maneri not to pay attention to anything
en route his journey. Halfway during his
journey when he had not crossed the
Delhi boundary he learnt that his spiritual
mentor has left for his heavenly abode.
But following his advice he did not halt
his journey and proceeded to Maner.
(Shoaib 267). Sheikh Najibuddin Firdausi
passed away in October 1332 A.D.
(Jackson “Sufism’s Enduring Impact: The
Legacy of Sharafuddin Maneri” 190).

Exploring the Uncharted Territory

While crossing through the dense forest
of Bihiya, he was overtaken by grief and
deep anguish, listening to the deeply
penetrating sound of a peacock that left
him pensive and drew him towards the
communion of God. Even before people
around him could anticipate, Sharfuddin
Maneri rushed inside the forest and
disappeared before their sight. Elder
brother and others searched him tirelessly
but to no avail. Finally his brother
returned to Maner and offered his mother
tabarruk the sacred offerings, apprising
her of Sharfuddin disappearance. Her
mother being a God fearing and pious
lady kept patience and entrusted the loved
son in the refuge of God. (Munemi 16).
Wondering in the forest of Bihiya for a
year or so he finally found solace in the
caves at the foothills of Rajgir. (Jackson,
“Sufism’s Enduring Impact: The Legacy
of Sharafuddin Maneri” 190). Feeling
secluded after the demise of sheikh
Najibuddin Firdausi there was no one left
for him to impart secret knowledge of
divinity, hence he wanted a place full of
serenity, tranquility and seclusion to
receive further insights only from the one
and all mighty God, who was now his
hope only to provide the basic tenets and
essence of divinity. This very reason made
him to make a foray into the dense forest
of Bihiya where he could be in
communion with God without any
worldly hindrance. It was already given
to his knowledge by Najibuddin Firdausi
that as he was given the ijazatnama by
none other than the benefactor of
humanity Prophet Muhammad
(P.B.U.H.), thus he was the blessed one
to receive patronage from the Almighty
God. This ultimately led him to make his
sojourn to Rajgir to fill his divine thirst.



The Life at Rajgir and Bihar Sharif

Initially Sharfuddin Maneri was sort of a
recluse who was not interested in
revealing his presence at Rajgir. He was
constantly in search of unravelling the
mystic power of divinity. But he was
spotted by some people, which happened
after a good period of time. When
Nizamuddin Maula (disciple of Hazrat
Naizamuddin Auliya) came to know of
his revered presence, he too expressed
his desire to see him and get his blessings.
Nizam Maula and his companions
continued their search in the mountains,
valleys and caves where there was any
probability of having a glimpse of
Sharfuddin Maneri.At that time Nizam
Maula was in Bihar and this information
spread like wild fire and other disciples
of Nizamuddin Auliya also expressed
their willingness to meet him. At last
Sharfuddin Maneri started welcoming
people and this continued. Overwhelmed
by the commitment, devotion and
reverence of the people who came all he
way from far off places crossing the dense
forest, Sharfuddin Maneri conveyed them
the message that crossing the forest may
endanger their lives as there are the
chances of encountering beasts and man
eaters there. He expressed his worries
regarding their torturous journey and
advised them to stay in the city itself
where he will be offering juma prayer
(Friday prayer) and they can have easy
access with him. Nizam Maula and his
companions gladly acquiesced to this idea
and since then Sharfuddin Maneri
regularly offered the juma prayer in the
city mosque where Nizam Maula and
others would be present to offer their
services to Sharfuddin Maneri. This norm
of offering Friday prayer, meeting the

people and going back to Rajgir
continued for some time.

It was unanimously decided by
followers that as Sharfuddin Maneri goes
back soon after the Friday prayer, hence
a place should be constructed where he
could have some time to take rest after
the Friday prayer. Thus emerged the
construction of do chhapri (small tiled
mud hut) away from the hustle bustle of
the city. So from then on, it became a
routine of Makhdoom-e-Jahan to take rest
there for some time after the Friday prayer
and at times he stayed there for a day or
two. (Shoaib 268-69).This is a place
where stand the present khanqah of
Sharfuddin Maneri which is popularly
known as khanqah Muazzam.

When the company of Sheikh Maneri
began to benefit all the spiritual seekers,
Maulana Nizamuddin thought that it
would be even more beneficial for all of
us to be in contact with such kind of
spiritual personality forever. By keeping
this in mind, Maulana expressed his
intention to Majd-ul-Mulk, Muqta-i-Bihar
(the then governor of Bihar) and said that
I have some paak maal (legal wealth) I
wish I could build a suitable house for
Sheikh Maneri from this money. The
governor agreed and a building was
erected on the site of the hut. After the
construction of the building, a common
feast was organised. Disciples of Sheikh
Nizamuddin Auliya were also present
along with the people of surrounding. All
of them requested to the Revered Sheikh
to sit on the prayer rug. After the end of
this incidence, Sheikh Maneri paid
attention towards Maulana Nizam and the
disciples of Sheikh Nizamuddin Auliya
and told “O my friends, your
companionship with me has brought me
to this level, amounting to installing me

Sharfuddin Ahmad Yahya Maneri...



in an idol-temple.” (Jackson,”The Way
of a Sufi” 73-74).

Muhammad bin Tughlaque’s Good-

will Gesture

When Muhammad bin Tughlaq, Sultan
of Delhi, received the news that Sheikh
Sharfuddin Maneri, who had spent several
years in the forest of Bihiyaand had lived
a secluded life there, now returned to the
city and keep in touch with the people.
The Sultan wrote to Majd-ul-Mulk, the
governor of Bihar : “ a hospiceis to be
constructed for the sheikh and handed
over to him, and Rajgir is to be endowed
as the means of livelihood of those living
in the hospice.” The sultan offered a
‘Bulgarian prayer-carpet’ as a token of
love and also wrote in the edict that if he
i.e. sheikh Maneri denies, make use of
power.

As soon as the governor got the order
of Sultan, he immediately went to see
Sheikh Sharfuddin Maneri along with the
gift i.e. ‘Bulgarian prayer-carpet’ and
said “I have no choice but to abide by
the order.If you do not accept the gift, it
will be considered as  my fault. And then
what the king will do to me is not hidden
from anyone. God Alone knows what will
happen to me.” After hearing the request
of governor of Bihar, Sheikh Maneri
accepted the gift reluctantly. Finally
Makhdoom-e-Jahan returned back the
village to Sultan Firoz, who sat on the
throne after the death of Muhammad
Tughlaq. (Shoaib 269-270).

Union with God:

His services to mankind spanning more
than forty years in the khanqah of Bihar
speak volume of his greatness, love to
mankind and refinement of soul. This

seems to be the reason for him to be
called ‘Makhdoom’ (deserves to be
served). He left this mortal world to be
in union with his God on 2nd January
1381. His tomb lies in the dargah,
commonly known as the  Badi Dargah,
where on every 5 thshawwal to
10thshawwal an ‘urs’ (death anniversary)
in his reverence and commemoration is
celebrated.

Conclusion:

Makhdoom-e-Jahan’s charismatic
personality unfolds the different layers of
his tryst with life and its relationship with
the creator. It brings to the fore the
sublime qualities of a saint par excellence.
The essence of his detachment from the
physical world and attachment with the
creator and His creatures gets beautifully
manifested when an attempt is made to
assess his quest to reach the Almighty
and service to mankind respectively.
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ABSTRACT

Indian Classical music has showcased the
heights of musical creativity for decades.
The stalwarts and scholars of this field
have been constantly contributing in
keeping the art alive with rigorous
training and discipline and also by
exploring and creating something new
with their musical skills.Undoubtedly,
Hindustani Classical music has defined
itself as a powerful and exquisite artform
through the continuous processof
imagination, improvisation,creativity and
experimentation. In the Khayal, there has
been tremendous fruitful experiments,
creative ideas, new inventions, new
discoveries and new understandings and
knowledge for years and are still going
on. This paper throws light on the
creativity and experiments done
particularly in the’ Khayal form’ of Indian
Classical Music.

KEYWORDS : Creativity, khayal,
experiments, creative skills

OBJECTIVES

1. To define creativity
2. To discuss how tradition and

creativity go hand in hand
3. To find out techniques used by

maestros for creativity in sur, laya

and bandish
4. To discuss the creativity

andexperiments in Khayal.
5. To help in giving a wider vision and

scope of the subject.

INTRODUCTION

In today’s world, creative thinking is
needed more than ever. Creativity can be
considered as one of the key elements of
any craft. It speaks about the unlimited
and striking potential which the art
inherits within itself. Creativity comes
with the desire to imagine what has never
been imagined,eagerness to create what
has not been created and to see the unseen
and explore somethingnew. Without
creativity or exploration, the art will be
lifeless and predictable. It will lose the
sense of freshness, wonder, surprise and
enjoyment. Talking about the Khayal
form, we all are aware of the fact that it
is a subject of disciplined learning as well
as experiential learning. Due to which it
has a lot of creativity scope and
spontaneity also. There are innumerable
musicians and scholars who have carved
a distinct niche for being creative
exclusively.

Creativity is derived from the word
‘Create’ which means to evolve from
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one’s own thought or imagination, as a
work of art or an invention.1 Creative

refers to activities which involve
inventingandmakingnew kinds of things.2
Creativity means the ability to invent and
develop original ideas, using skill or
imagination.3In Khayal, creativity holds
a major role in expansion of the vision of
a musician and his musicianship.
Although governed by the parameters of
raga and tala, khayal musicoffers the
artiste infinite scope to imagine, interpret
and improvise. In the present times it also
provides the capacity to deal with the
opportunities and challenges that are
becoming a part of the complex and fast-
changing requirements in the field. This
paper includes some creative efforts made
and new thoughts explored.

CREATIVITY IN KHAYAL

GAYAN

Historical Background of Khayal

Looking into the history, Khayal has
evolved from Dhrupad. The formation of
khayal is itself a big creativity in the field
of Indian classical music. After Dhrupad
and Dhamar, there was a demand for a
new form because of the lack of freedom
and scope for creativity in these forms.
This gave rise to the formation of khayal.
Khayal became a genre of greater
freedom as compared to the more
restrictive, grammarian structure of
Dhrupad. It was not that Dhrupad did
not have inventiveness, but comparatively,
Khayal provided more scope for
innovation,more freedom to experiment

and find newness within the limits of the
raga. This form encouraged a musician
more to display his individual aesthetic
capacities or skills. Creativity in Khayal
has gone through challenges equally as
creativity has to take place within the
environs of the Raga, it has to conserve
the traditional heritage and also it has to
show a particular style of gharana.
Creativity has to happen considering all
these points.

As it is known, Khayal gayaki has
three major components which are Sur,
Laya, and Pada(Lyrics). There has been
numerous creative thoughts and
improvisation in each of the component.

1. Creativity in Sur

1.1.Arrangements of swar

1.1.1- Paltas or alankars –A student of
Indian classical music always begins with
learning Paltas. Palta means singing the
notes with different combinations. It is a
vocal exercise which involves several
combinations of swaras in a pattern and
have both ascending and descending
sequences of notes .These are exercises
based on scales and rhythm.Palta is an
essential part of one ‘s voice training and
a prerequisite to improvising a Raga.
Practice of different patterns and more
complex exercises of Palta helps in
developing a sense of spontaneity and
evokes creativity in a vocalist.

‘A Palta builds a powerful cognitive
link between Voice and Creativeness that
pays off in future fluency and
expressiveness.”4

Aroh SaReSaGa ReGaReMa GaMaGaPa MaPaMaDha PaDhaPaNi DhaNiDhaSa
Avaroh SaNiSaDha NiDhaNiPa DhaPaDhaMa PaMaPaGa MaGaMaRe GaReGaSa

1.1.2‘Khandmeru” or

‘Merukhand”- Merukhandis an old
technique, which involves systematic
permutation of Swaras. The basic concept



of Merukhand practice, is to take a set of
swaras, and sing all different
combinations of these Swaras, in a
particular order. Each pattern is distinct,
and the Swaras cannot be repeated. In
foundation level it improves the sense of
pitching, helps in developing
concentration and visualizing new
patterns. In advanced level, its wise
application considering the raga chalan
and prakriti results in effortless creativity.
It takes years of practice to absorb the
technique which later comes
spontaneously while performing and gives
a wider vision of creative elaboration.
Bhindi Bazar Gharana is well known for
use of Merukhand.

The table below shows how 5040
unique combinations can be made with a

seven swaras.
Number of Number of unique

swaras combinations

1 1x1
2 2x1=2
3 3x2x1=6
4 4x3x2x1=24
5 5x4x3x2x1=120
6 6x5x4x3x2x1=720
7 7x6x5x4x3x2x1=5040

1.1.3 Moorchana - Moorchana refers
to the shifting of the Adhara swar and
creation of a new scale. Pt. Jasraj, Ajay
Pohankar are well known for using
moorchana technique for creativity. For
example, if we shift the adhaar swar, the
rest of the notes shift with respect to the
it and creates a new saptak.

Sa ReGa Ma Pa DhaNi Sa Re’Ga’Ma’Pa’ Dha’ Ni’Sa’

Sa ReGa Ma Pa Dha Ni Sa’ Re’ Ga’ Ma’ Pa’Dha’ Ni’ Sa’

Sa Re Ga Ma Pa Dha Ni Sa Re’ Ga’ Ma’ Pa’ Dha’ Ni’ Sa’

1.1.4 Other creative thoughts

related to sur are Avirbhav Tirobhav, In
present times, speedy, spritely and
electrifyinguse of sargams creates a
grandeurin performance, combination of
sargam and aakaar in rendition of tana,
etc are others creative applications. Pt.
Ajoy Chakravarty and Kaushiki
Chakrobortyhavea mastery on this.

1.2 Ornamentation of swar –
Ornamentation is what is added to the
Swaras to make them more appealing. It
is used according to the personality of
raga and has a major role in enhancing
it. There are many different kinds of
ornaments in Indian classical music. Like
kan swar, meend, khatka, aandolan,
ghaseet, gamak, murki etc.” These

ornamentsact as embellishments and are
essential as they enhance the aesthetic
potentialities of the raga.”5 These are a
kind of voice modulation. Many scholar
musicians have been using these
ornaments in a more effective way which
made a special mark in their gayaki. For
eg. Vidushi Praveen Sultana uses
kaakueffectively in her gayaki to create a
special effect of eco voice with this. Other
maestros like Ustad Faiyaz Khan,
Omkarnath Thakur, Kumar
Gandharvwere also well known for voice
modulations.

The conclusion drawn in creativity
in sur is that even if the same raga is
sung by different vocalists of the same
style it creates a different mood, a
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different expression, interpretation and
diverse shades of the same notes of the
raga . These techniques have given a
wider vision to explore and develop
individual creative skills in a musician.

2. Creativity in laya

After years of riyaz, a highly skilled
musician is able to develop agreat sense
of laya and tala.Laya is in every
component of khayal, from alaap and
vistaar to tanas. For the creativity to
happen both purposefully or
spontaneously, one needs to have a big
vision and experience of illustrating the
beauty of thelaya. More the creativity of
layamore it enhances the musical
experience of both the performer and the
listener. For an effortless creativity of laya
tohappen, a vocalist needs a deep
understanding, training and years of
experience. The scope of creativity in this
section has been shown widely in khayal.

2.1- Laykari-This is the most
important technique which develops
creativity of Laya.”Laykari comprises of
giving an experience of the compound
effect of different laya and increasing the
expectation of sam.”6 A disciplined taalim
and rigorous practice of this technique in
early stage is the first step towards
creativity. Later with experience and
knowledge, an extempore application of
laykari takes the creativity to a higher
level. There are different laykari and
rhythmic variations like 1 2-1 2 3, 1 2 3-
1 2 3 4, 1 2-1 2-1 2 3, etc. The same
technique is also applied in creating tanas
by adding swaras like 1 2 – 1 2 3 is Sa
Re – Sa Re Ga, 1 1 2 –12 – 12 – Sa Sa
Re- Sa Re -Sa Re

2.2Ateet and Anagat – When an
artist intentionally changes the placement
of sam for the sake of creativity, then it

is called as Ateet and Anagat . When the
sam comes before then it is called as
Anagat and when it comes after , it is
called as Ateet .

2.3 Tihayi– Tihayi is repeating a
rhythmic piece identically three times
with equal intervals.After years of
painstaking riyaz, a highly skilled
performer is so developed in his sense of
laya and tala that he is able to execute a
perfect tihaispontaneously in a
performance.

2.4 Other creative ideas which many
musicians have applied is different use
different laykari in mukhada and coming
to the sam and also use of different laykari
in banishes is also a part of creativity in
laya.

3. Creativity in Bandishes

3.1. Pada (Lyrics) - Now, coming to the
lyrics of the Bandishes which is called
‘pada’. This is one of the most important
part of khayal. As we take a look on
traditional and old bandishes, lyrics are
mostly based either on the love-stories of
Radha Krishna, various gods or some
religious themes, varsha ritu, gurubhakti,
shringaarik themes, saans – nanad
(familial squabbles) duo or the sound of
the payaletc. The lyricists of these
bandishes never went beyond these fixed
subjects.And also they were limited to
few languages like braj, avadhi,
Rajasthani etc..The interesting part here
is though some of these themes do not
connect to the present times but still these
bandishes are taught , treasured and
performed vastly in every gharana. Not
many new themes have been used majorly
in mainstream khayal gayaki till now. The
reason behind this is that the motive of
khayalis not to communicate the society
matters. For that there are other vocal



forms like povada, folk songs, patriotic
songs, sanskargeet, prayers etc. which
reflect society and culture.

On a creative side of Pada, few
contemporary khayal singers and
composers havemade their own
bandishes. They have made attempts
where the lyrics contain a different theme
such as bandishes on Deshbhakti and
Shruti mala in Raga Darbari kanhada by
Rajiv Kumar Mallik Eg.Raga yaman –
Jane janejaneman,Bharatdesh mere
vatan,Jab taklahurahe,tujhpekurbanhai
“rajnain” tan, bandish on Corona in Raag
PuriyaDhanashree by Sandeep Ranade ,
a bandish on Mahatma Gandhi in Raga
Gandhi Malhar-Tum mein sab roopekahi
path ekahi mantra samtasaakar. a
vibhtsaras bandish in Raga Madhusuraja
by Pt. Kumar Gandharvaetc.

On creative side, some traditional
bandishes are found having a very long
text and some with very short text .

3.2Structure of Bandish :–

Bandishes and compositions have been a
key element of khayal to visualize the
creativity skills of the music scholars. So
many Different compositions by different
rachnakars (composers) have given an
insight of the level of creativity in their
minds.

3.2.1 Mukhada in a bandish- In a
Bandish it is important to experience the
beauty of the placing of sam . This
experience is called Mukhada which is
the soul or essence of a bandish and also
of a raga. There has been numerous
creative ideas explored in the Mukhada
of the bandishes.

3.2.1a Span of Mukhda - Some
mukhdas are short mostly of 3-4 matras ,
some are very short of one or two matras
also. For eg . a tarana composed by Pt.
Babanrao Haldankar in ragatodi has

mukhda of one matra. Some mukhdas are
very long of more than 8 matras also.

3.2.1b mukhdas of ‘taan ang”-

There are some bandishes which have
taana in Mukhda .eg – maivarivarij-
aunbandish in Raga Yaman .

3.2.1.cEvery new thought behind
creating an unusual Mukhada involves a
lot of experience, intelligence and deep
thought process.The newness in Mukhada
makes the Bandish par excellence. In
Gwalior and Agra gharanas , the
uniqueness of a bandish is that almost
every line of the bandish can be used as
a Mukhada showing a new angle of the
raga and increasing the scope for more
elaboration and creativity.

3.2.2 Unique phrases - There have
been several compositions made by the
scholars where the bandish has a unique
structure or a unique phrase which is
different from the other bandishes found
in the raga. They have explored new
phrases or melody , placed the sam on a
different note , which gives a completely
new dimension to the raga and shows a
new face and creates a different mood .
Another concept of creativity here is,
some bandishes include tanas, different
kinds of laykari, or have a difficult
structure.

3.2.3 Bandishes of different shades

in the same raga – Many compositions
have been created where the mood and
the theme is completely different from
other bandish though composed in the
same raga. We can find bandishes in a
particular raga having different mood and
depicting a different rasa which shows
variety of shades of that raga.

3.3.4 Taal on which bandish is

composed- Some attempts have been
made where the bandishes are set to rare
talas like matta taal, Ada Chautal etc. Dr.

Creativity in Khayal



Ashwini Bhide Despandesings a bandish
in 7 ½ matra in raga bhupeshwari. A few
composition have been made on the
double laya of the taal. Eg – Pt.
Ramashrey Jha ji’starana in Raga
basantmukhari is composed in dugun of
jhaptaal and the bol of tarana is going in
thah laya.

3.2.5 Expression of the bandish – ‘
Bandish kaikehan” is a big area of
creativity and skill. To express the same
phrase of the bandish in so many different
ways, giving it a different flavour each
time, enhancing the mood of raga and
justifying a bandish is an art . It needs a
creative soul to render.

4. Creation of New ragas

It is believed that Hindustani Classical
Music has enough space for the creation
of new ragas through interpretations of
different moods and emotions. But the
creation of a raga has to be correct in its
technique, notes and grammar and it has
to be original to be considered as a new
raga. Raga creation or Nav Raga Nirmiti
has been going through years and still
going on. New ragas have been created
by the following ways -

4.1Using two ragas–“Jod Ragas”
were created using two ragas like Basant
Bahar, Nat Bihag, hindolbahar etc

4.2 Adding or removing particular

Swaras from a raga–Pt. Ravi
Shankarcreated Raga Janasammohiniby
adding Shuddha Rishabh in avroh of raga
kalavati, Kumar Gandharvacreated Raag
ChaitiBhupwith a finessed induction of
shuddhamadhyam in Bhupali .

4.3 Ragas created for a purpose-In
2018, Pandit Tarun Bhattacharya had
composed Raga Ganga, a tribute to the
holy river in the nation. The maestro has
also composed a new raga, Raga Triveni,

which is a tribute to the three rivers of
the nation–Ganga, Yamuna and Narmada.
Notes and the new raga is influenced by
Raga Jogeswari, Raga Lalit and Raga
Rageshree keeping a completely original
scale. All his creations are dedicated to
his master Pandit Ravi Shankar.

4.4 Ragas created as a dedication to

a Guru or an eminent personality

4.4.1 Some musicians have given musical
homage to Mahatma Gandhi in the form
of a new raag. Raga Mohankaunsby sitar
maestro Pt. Ravi Shankar was composed
as a tribute to Mahatma Gandhi . Pt.
Kumar Gandharva created Raga Gandhi
Malhar as a dedication to him. All through
the 60 years of his creative life, Gandhi
Malhar had a special significance for
lasting impression of Mahatma Gandhi
on his mind and heart.

4.4.2 Acclaimed Indian musician
Pandit Ajoy Chakrabarty has created a
new raga titled ‘Maitree’ as a tribute to
Bangabandhu Sheikh Mujibur Rahman on
the birth centenary of Bangladesh’s
founding father. In front of the prime
ministers of India and Bangladesh , Pt.
Ajay Chakraborty presented his creation.

4.4.3 Ustaad Amjad Ali Khan also
created a Raga named Priyadarshini as a
tribute to Indira Gandhi.

4.5 Other Ragas created - Many
other legendary musicians created new
ragas .
Dr. Prabha Atre Madhurkauns, Apurva

Kalyan, Darbari Kauns,
Patdeep Malhar, Shiv Kali,
Tilang-bhairav, Ravi
Bhairav.

Vidushi Kishori Lalatvibhas.
Amonkar

Dr. Ashwini Bhide Vibhavati, Manikauns
Deshpande



Pt. Ravi Shankar Parameshwari, Jogeshwari,
Kaushik Todi, Bairagi
Todi,Bhawani Bhairav,
Sanjh Kalyan, Shailangi,
Suranjani

Pt.S.NRatanjankar Basant Mukhari

5. Other experiments in the field

of khayal gayaki

As the time moved on there has been
many experiments and new concepts to
introduce something extraordinary in the
field. Some were created spontaneously
and some because of the present demand
for a broader outlook towards Classical
Music.

5.1 Duets or Jugalbandis – It was
not often that the two artists performed
together, making a jugalbandi.Later came
the concept of ‘ duet or sahgayan ‘ where
two soloists stood on an equal footing.
“When two different people with different
voice textures , sometimes with different
styles or different instruments come
together and reach out to listeners as one
voice or performance .” it is Jugalbandi.
There have been several jugalbandis in
khayal .. Over a career spanning more
than five decades, Pt. Rajan and Sajan
Mishra crafted a unique form of
sahgayan, something which went beyond
jugalbandi that truly represented a
confluence. The brothers Ustaad Nazakat
and Salamat Ali Khan of Sham Chaurasi
Gharana are known for exceptional vocal
duets. In recent times, Apoorva Gokhale
and Pallavi Joshi, Prabhakar Diwakar
Kashyap, Ritesh Rajnish Mishra are well
known Jugalbandi duos.

“When the mutual appreciation and

love reaches its zenith, we emerge as

one soul.” – Pt. Rajan Mishra.

5.2 The Jasrangi Jugalbandi- This form
was developed by Sangeet Martand Pt.

Jasraj, it involves two vocalists — a male
and a female, singing two individual ragas
together. The male and the female voices
are naturally half an octave apart, and
the Jasrangi was developed to protect the
tonal quality of both the male and female
vocalists in a duet. This form of
Jugalbandi is based on the ancient
melodic principle of Moorchhana —
where the Shadja (Sa) of a Raga is shifted
and all the other swaras (notes) of the
Raga shift accordingly. There are a
number of Raga combinations that can
be sung in a Jasrangi Jugalbandi like Nat
Bhairav with Madhuvanti and Abhogi
with Kalavati.

5.3 Fusion of the bandishes– In
present times, the demand for a broader
outlook has created a lot of challengesfor
the Indian performing art and the
performing artists. Musicians need to
introduce something extraordinary and
new for the listeners. “Our traditional
Indian classical music has accepted and
incorporated many new learning and
performances.”7 Some experiments and
fusions have been done in this area.
examples–traditional bandish of raga
Tilakkamod‘ neerbharankaisejaun has
been introduced with visualization and
dance, Vidushi Kala Ramnath has played
in a fusion project with Bikram Ghosh,
many bandishes are recreated with adding
symphony, an album named “Classical
Unwind”8 has banishes in a contemporary
touch by adding guitar , keyboards and
visualization .

Conclusion –

Khayal style of singing needs seamless
elements of unpredictability to make itself
absolutely riveting and memorable. The
maestros in this field have put a lot of
efforts and have uniquely contributed to
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this form with their artistic creativity.The
conclusions of this paper are –
 Khayal is a form which gives a lot

of scope for individual creative
experiments.

 Creativity in Khayal has been
classified into creativity of sur , laya
and pada .

 Creativity of sur includes
arrangements and ornamentation of
swar.

 Creativity of laya includes laykari,
ateetanagat, tihayi etc.

 Creativity of pada includes new
themes in lyrics of bandishes and
creativity in structure of bandish .

 Other creativity are creation of new
ragas, Jugalbandis , fusions etc.
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