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'Music is the bridge of peace and love'
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‘Self-taught Violinist" – Pt. Gajananrao
Joshi : “Although, the Violin had made its
entry into Indian music, in the South, it had
not found exponents in this part of the
country. Young Gajanan himself was a total
stanger to this western instrument, nor could
he find any one to guide him in the technique
of playing it. But in the face of princely
command, he had, no alternative, but to
accept the instrument without any guidance
and spend hours in experimenting it, tyring
and practicing to play it Hard-Hard-Hard!
What came to help him, was only his taleem
in Gwalior gharana, from his capable father,
a welknown gayak, Pt. Antubuwa. In time to
come, the selftaught teenager, Gajananrao,
matured into an artiste, capable of providing
perfect support of the kirtan – performance
of his hard to please patron. And stange but
true Gajananrao Joshi made his mark in
Hindustani music first as a Violinist and then
as Vocalist of three gharanas (Gwalior, Jaipur
and Agra).'
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‘Corruption was a major theme in his
writing. His poetry has become an
inspiration for, whole generation of
emerging poets.
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'what is music’ To
summarise what is music one can safely say
it is a kind of yoga system which acts upon
the human organism and awaken and develop
their proper functions to the extent of self
realisation.12
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Introduction and Literature:

The Macmillan Encyclopedia defines
music as “the art of organising sounds,
which are usually sequences of tones of
perfect pitch, to produce melody,
synchronisation, and rhythm.” Perhaps
music means a lot more to people than
this warped technical description
suggests. Because music can be such a
personal experience, it’s impossible to
describe exactly what it means to
everyone. Daniel Levitin, an American

neuroscientist, said that his familiarity
with hearing to music overheadsets makes
music more meaningful for him. It was
unexpectedlyapproaching from within my
thoughts, rather than from the outside
world (Levitin, 2007, p.2).This implies
that listening to music with earbuds has
a pervasive influence on an individual,
whereas listening to music without
earphones has a diverseconsequence on
the hearer, resulting in a different
outcome. Baltes and Miu conducted a

Ms. Parul Sharma

Abstract

Music has an amazing ability to manipulate people’s emotions. It’s also likely that music
has an effect on people’s moods, which can be both positive and negative. Making the
connection between music and emotion, on the other hand, is difficult.Because each
person’s musical preferences are unique, they will have incompatible responses to music.
This study gathered replies from students from several educational institutes in Kurukshetra,
Haryana, to investigate the concept of listening to music and various forms of moods.
The study’s major goal was to determine the impact of music on various types of emotions.
The responses of the students have been tallied. One hundred and ninety-one people took
part in the survey in total. The questionnaire was the primary research tool.The study’s
objective was tested using factor analysis. The study’s findings indicated the impact of
listening to music on a variety of emotions. The investigation uncovered a number of
characteristics, including psychological and physical relaxation, behavioural and emotional
strengths, and improved attention. The survey covers the majority of Kurukshetra’s
institutes. As a result, the interpretation of the study’s findings can be applied to other
respondents in the same group.

Keywords: Music,feelings, behavioural and physical relaxation, Factor analysis

Research scholar(Ph.D), Department of Music &Dance, Kurukshetra University, Kurukshetra, Email.id:-
sharmaparul21987@gmail.com, Mob.no:- 7015675627



study on the emotional response of
participants in the presence of a live
music concert at the Romanian National
Opera House in 2014.

Furthermore, the study by Greasley
and Lamont (2006) noted earlier revealed
that individuals were aware of their
dedication to music. With the speed with
which technology has advanced in recent
years, it has aided in making music more
accessible to the general public and
revolutionised people’s dedication to
music (Greasley &Lamont, 2006). The
ease with which individuals may acquire
music on the internet and on their mobile
phones has pointedlyimproved the speed
with which they seek it out. As a result,
people’s commitment to pre-recorded
music has risen (Greasley & Lamont,
2006).

The ability of music to elicit emotion
is a difficult one to master. Emotion,
according to Meyer, is transient and
ephemeral (Meyer, 1956, as cited in Hu,
2009). It can be defined as a challenging
individualanswer to a skewed cognitive
state, leading in brief shifts in bodily
responses, verbal behaviours, and
promoted activities (Forsythe, 2006).
These definitions might be useful in
describing the expressive impact of
music.For example, reliant on the style
of music and the person’s affection for a
demanding piece of music, the
individual’s mood and/or emotion may
be affected by the musical
comprehension. It may also cause an
individual to have a bodily reaction or an
unexpected longing to move their body,
such as a foot tap, a recurring head nod,
or even a dance. Le Doux emphasised
the importance of these bodily responses

to the inclusivethoughtful of the emotive
response system (LeDoux, 1998, p.40).
As a result, after studying the literature
on music and its impact on emotions, the
researcher looked into the numerous
factors that influenced the outcome.

Research Methodology:

Scope of the study

The present research work proposes to
study the students of selected educational
institutions of Kurukshetra, Haryana to
know their responses for effect of music
on their emotions.

Objective of the Study

To know the various factors affecting
individuals’ emotions after listening
music.

Sample Profile

The data for the study will be composed
from students of selected educational
institutions of Kurukshetra, Haryana.

Data Collection

To get a thorough picture of the study,
data was collected using an online survey
approach using a Google doc
questionnaire with a five-point scale.

Statistical Analysis

The data will be analysed using the
Jamovi software package. Factor analysis
was used to conduct the analysis.

Table no:- 1

Scale Reliability Statistics

Cronbach’s 

Scale 0.959

A Study of Factors Affecting Listening Music and Various Types of Feelings



The Cronbach alpha values lied
between 0.71-0.91 and hence the
responses were considered reliable as for
the current study it is 0.959.

Table no:- 2

KMO and Bartlett’s Test

² Df p KMO

2826 190 <.001 0.954

The KMO value was 0.954,
indicating that the sample was adequate.
Furthermore, at 190 degrees of freedom,
the overall significance of the correlation
matrices was examined using the Bartlett
Test (Approx. Chi-square= 2826 and
significant at 0.000) as well as a support
for the data for factor analysis.

Table no:- 3

Initial Eigenvalues

Component Eigenvalue Variance Cumulative

% of  %

1 11.477 57.383 57.4

2 1.244 6.218 63.6

3 0.839 4.196 67.8

4 0.719 3.593 71.4

5 0.619 3.094 74.5

6 0.580 2.900 77.4

7 0.548 2.742 80.1

8 0.487 2.435 82.6

9 0.454 2.270 84.8

10 0.435 2.174 87.0

11 0.382 1.912 88.9

12 0.350 1.750 90.7

13 0.315 1.576 92.2

14 0.298 1.492 93.7

15 0.277 1.384 95.1

16 0.253 1.264 96.4

17 0.224 1.119 97.5

18 0.193 0.965 98.5

19 0.154 0.771 99.2

20 0.152 0.761 100.0

As can be seen from the above, only
two components have Eigen values
greater than one, and we will proceed
with these factors. The overall variation
described by these components (1 and 2)
was 57.383 and 6.218, respectively,
although the cumulative variance
explained by all of these factors was 63.6
percent, with the remaining variance
owing to factors outside the scope of the
study.

Table no:-4

Scree plot

The scree plot diagram also shows
that the only 2 factors have eigen value
more than value more than one.



Table no:- 5

Rotated Component Matrix

Statements Psychological Strengths Improves

and physical Behaviourally concentration

relaxation and emotionally

S1 Listening to music
helped to feel relaxed. 0.650

S2 Listening to music helped
to feel calm from anxiety. 0.673

S3 Listening to music helped
to feel happier. 0.830

S4 Listening to music helped
everyone with the way they
were feeling 0.703

S5 Listening to music
improved mood. 0.618

S6 Listening to music made to
feel relaxed and motivated. 0.597

S7 Listening to music helped
to me forget any problems. 0.689

S8 Listening to music helped
to get a positive attitude. 1 0.644

S9 Listening to music helped
to study. 0.893

S10 Listening to music helped
everybody to distract
themselves from any
worries. 0.575

S11 Listening to Music helped
to focus on dreams and
aspirations. 0.693

S12 Listening to music helped
to overcome problems with
stress and depression. 0.651

S13 Listening to music helps to
pass journey on the road. 0.693

S14 Listening to music helps to
relax and feel calm when
feeling stressed. 0.691

S15 Listening to music helped
to think of new ideas. 0.536

S16 Listening to music helped

A Study of Factors Affecting Listening Music and Various Types of Feelings



The above stated factors are in the
order of degree of importance i.e. Factor1
(F1) is more importance than the other
factor2 (F2); F2 is more important than
factor 3(F3) and so on. The F1 and F2
had 57.383 and 6.218 of variance which
was the highest variance as compared
with factor 3 which is 4.196.Hence it was
found that the listening to music resulted
into various type of emotions like
psychological and physical relaxation,
strengths our behaviour and emotions and
bring improvement in concentration.

Conclusion

Finally, this study looked at the impact
of music on people’s emotions across age
groups. There were only a few
discrepancies in the results between the
younger and older subjects. According to
the findings of the study, listening to
music has a significant impact on
respondents’ emotions. The study
collected the numerous sorts of emotions
extracted by individuals after listening to
music while taking into account the
importance of various types of emotions.
Emotions, such as psychological and
physical relaxations, are the most

to feel calm when feeling
down. 0.571

S17 Listening to music made
to feel better. 0.654

S18 Listening to music helped
to get through troubled
times. 0.553

S19 Playing music helped
everybody to express
emotions that they cannot
verbally communicate. 0.732

S20 Listening to music helped
everybody feel good about
themselves. 0.578

significant factor among the factors
removed, and they have the greatest
difference in comparison to the other
factors. Strengthening our behaviour and
emotions, as well as bringing attention
development, are other important
variables.

This will aid managers in developing
a strong PRP policy in the future. As a
result, managers should contextualise this
PRP study in the context of numerous
PRP strategies that aid to motivate
employees in firms. Because in today’s
world, this is the most important
component for any business. This
component is so significant that correct
design has even resulted in the
withholding of staff in firms. More
research on the impact of music on
wellness and emotion in younger and
older individuals is needed, according to
the findings of this study. Furthermore, it
is recommended that the sample group
be expanded to include people of a wider
age range.
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Mitali Mukherjee, Dr.Kiran Singh

ABSTRACT

Indian music has been classified into several categories and the base of all is considered
to be the ‘Classical Music’ (Raaga). However, with the passage of time it got divided into
two parts- North Indian Classical Music(NICM) and South Indian Classical Music(SICM)
following their singing method. Although the basis of both the methods are same yet they
differ in their singing pattern and singing process. Some entities of both the methods are
similar with respect to their names and some with respect to their meaning; just in the
similar fashion, as the names of some Raagas are same while the applicability of their
swaras are different, and some raagas have similar swaras but the names of their raagas
are different. In the light of the above, here the aesthetic aspects through a comparative
study between Kafi raaga under Kafi Thaat( a North Indian singing style) and
Kharaharapriya Raagam under Mela-Kharaharapriya,( a South Indian singing style),
has been attempted.

Keywords: NICM, SICM, singing style, Kafi, Kharaharapriya, Raaga .

INTRODUCTION

It’s a known fact that human life has been
greatly affected by the socio-cultural
changes and vice-versa. This is evident
from the incidences that took place during
the pre-medieval (9th – 11th century) and
post-medieval (12th century) period when
the Ananga Pal declared Delhi as their
capital. This is when Indian Music got
divided into the following two parts –
(a) North Indian Classical Music

(NICM)
(b) South Indian Classical Music

(SICM)

Universally there exists 7 basic notes
in music. In South Indian Music System
the basic swaras are in their lowest form
but after they mutate(vikrit rupa) they
shift to their highest form. SICM has 7
basic swaras, 12 swara-sthanams and 16
swara-names. However, the 7 basic
swaras of a North Indian Music System
after they mutate(vikrit rupa), they
become 12 in total where a few of these
notes shifts to their lowest form and the
rest shifts to their highest form.

Inspite of the same foundation, the
North Indian and the South Indian Music
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system are different in both theory and
practical. For example –

North Indian Music South Indian Music

Shadaj Shadaj
Komal Rishabh Shudh Rishabh
Shudh Rishabh Chatushruti Rishabh
Komal Gandhar Shatshruti Rishabh
Shudh Gandhar Shudh Gandhar
Shudh Madhyam Sadharan Gandhar
Tivra Madhyam Antar Gandhar
Pancham Shudh Madhyam
Komal Dhaivat Prati Madhyam
Shudh Dhaivat Pancham
Komal Nishad Shudh Dhaivat
Shudh Nishad Chatushruti Dhaivat

Shudh Nishad
Kaushik Nishad
Kaakali Nishad

Some singing styles are same but
their name differ –

North Indian South Indian

Singing Style Singing Style

Bhajan Kirtanam
Tarana Tillana
Raag Raagam
Thumri Jawli

Swaras of some Raagas are different
but their names differ –

North Indian Raaga South Indian Raaga

Malkauns Hindolam
Kafi Kharaharpriya
Bilawal Dheer Shankarbharanam

Some Raagas are similar but they
differ in Swaras – eg. shree

In North Indian Music, there are
innumerable Taalas and their bols are
fixed. Also, the Vibhaags, Matras in
Vibhaag, Khaali, Sam, etc. are fixed. But
in South Indian Music, there are mainly
7 Taals each of 5 types => Total number
of Taals = 7 x 5 = 35

In South Indian Music, there are 72
Thaats given by Pt. Vyankatmukhi among
which 19 Thaats are most prevalent. In

North Indian Music, there are 10
prevalent Thaats given by Pt. Vishnu
Narayan Bhatkhande. The names of 10
Thaats of North India with its
corresponding name in South India are
as follows –

North India South India

Bilawal Dheer Shankarabharanam
Kalyan Mechakalyani
Khamaj Harikambhoji
Kafi Kharaharapriya
Bhairav Mayamalav Gaula
Bhairavi Hanumat Todi
Asavari Natbhairavi
Todi Shubhapantuvarali
Marwa Gamanashrama
Purvi Kamavardhani

The Indian Classical Music (NICM
and SICM) stems from Veda. Thus,
‘Classical Music’ is considered to be the
root of the Indian Classical Music System.
Although both stems from the same root,
still they differ a lot with respect to the
language, philosophy, culture, grammar,
etc used in each.

The basic difference between NICM
and SICM is that, more importance is
given to the compositions (Literature)
followed by its Raagas (Pattern of swaras)
and rules, in SICM. While NICM focuses
more on Raagas (Pattern of swaras) than
the compositions (Literature). Due to
these differences, when same Raagas of
both the Music Systems is sung (for e.g.
– Raag Kafi and Raag Kharaharapriya),
they differ in their singing styles.

Methodology

Many Theoretical and Practical
differences can be found on studying both
the Raagas of NICM and SICM.
Presentation of Raaga Kafi and Raag
Kharaharapriya by various artists and at
different places also enable us to clearly
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spot the differences by listening to them.
Study Area -  Thaat Kafi was

considered as the Shudh Thaat of Ancient
Swara-Saptak. In the modern era,
according to Pt. Vishnu Narayan
Bhatkhande of North India, Thaat Bilawal
is considered as the Shudh Thaat. Thus it
implies that Thaat Kafi is one of the
ancient Thaats earlier known by the name
Raaga Kharaharapriya. When Indian
Music got divided into two parts –North
Indian Classical Music (NICM) and
South Indian Classical Music (SICM)
then the Raaga too came to be known by
two different names as Raaga Kafi and
Raag Kharaharapriya respectively. The
word Kafi has been coined by the Parsis.

Details of Raag-Kafi:
Thaat – Kafi
The very first Raag of Thaat Kafi is

Raag-Kafi, which is known as Janya Raag
of Kafi Thaat.

Jati - Sampurna – Sampurna
Vadi - Pancham (PA)/ Komal

Gandhar (ga)
Samvadi - Shadaj (SA)/ Rishabh

(RE)
(According to the book “Kramik

Pustak Malika” by Pt. V.N. Bhatkhande,
Pancham (PA) and Shadaj (SA) have been
considered as the Vadi and Samvadi
swaras of Raag Kafi respectively)

Time - Midnight (11:30 p.m - 1:00
a.m), it is a seasonal Raaga and is mostly
sung during the “Spring season”
(especially between Basant Panchami and
Holi)

Aaroh - SA, RE, KOMAL GA, MA,
PA, DHA, KOMAL NI, SA’

Avroh - SA’ , KOMAL NI, DHA,
PA, MA, KOMAL GA, RE, SA

Nyasa Swara - SA, RE, PA
Pakad – S S, R R, g g, M M, P –

R P, M P, g R, M M, P
Swara - Gandhar and Nishad are

Komal; rest swaras used are Shudh.
Prakriti - Joyful, Restless
Samprakritik Raag - Desi (maximum

match) and Sindura
Kafi - ‘Kafi’ is a Parsi word. Its

original and ancient name is
Kharaharapriya/ Harapriya.

Raag Kafi is an Aashraya Raag of
Thaat Kafi. The notes g,R in the purvang
and the notes n, D in the uttarang should
be frequently graceful. Though not
prominent but in present-day North India,
expert singers also include the use of
Shudh Gandhar and Shudh Nishad in
Raag Kafi. The swara Shudh Nishad
along with Komal Gandhar and Komal
Nishad is mostly used in the ascending
(Aaroh) part of the raga. This combination
is not inappropriate, rather it is then
considered as Raag “Mishra Kafi”. This
singing style of Raaga Kafi has become
prevalent in present-day North India.
Vilambits are not sung in case of Raag
Kafi. The popular singing styles of Raag
Kafi include mainly Chhota Khayal,
Thumri, Hori, etc. Among these singing
styles, “Hori” is the most prevalent one,
which is also known as Dhamar or
Dhamal. It is a kind of folk song singing
style, which is different from that of the
Classical singing style of Dhamar, where
the Taala played is also called Dhamar.
In Lok Sangeet, Dhamar has Restlessness
(Chanchal) Prakriti. Due to the
combination of sweetness, love and
restlessness in it, Raag Kafi induces
Sringar Rasa. Most bandish of Raag Kafi
are based on the festival of “Holi” or
“Radha-Krishna” and the notes of most
Hori songs (folk song) are based on Raag
Kafi. Although Raag Mishra Kafi is more
prevalent, Raag Kafi has not lost its



significance in the present North Indian
Classical Music(NICM). In the Guru-
Shishya Parampara, Raag Kafi is equally
significant.

The National Song, “Vande
Mataram”, written by Bankim Chandra
Chatterjee was composed for the first time
by Pt. Vishnu Digambar Palushkar based
on Raag Kafi, where the use of Komal
Dhaivat (dha) was also included, the song
being a Light Music.

The patterns of the swaras in Raag
Kafi goes like –SS, RR, g g, M M, P-
,SRgMP MP RP MP gR MM- P- , SRPgR
nDS,SRgMPgR,RP MP gR nDS.

Details of Raag Kharaharapriya :
Mela (Thaat) - Kharaharapriya (It is

known as the 22nd Melakarta Raaga
among the 72 Melakarta Raaga)

Aaroh - S, R2, G2, M1, P, D2, N2,
S’

Avroh - S’, N2, D2, P, M1, G2, R2,
S

The notes are Shadaj, Chatushruti
Rishabh, Sadharan Gandhar, Shudh
Madhyam, Pancham, Chatushruti
Dhaivat, Kaushik Nishad.

Jati - Sampurna-Sampurna
Time - Midnight
Rasa - Karuna Rasa
The name of this Raaga stems from

the word ‘Harapriya’. There are several
beliefs behind naming of this Raaga and
the renowned one being the legend of
Ravana and Lord Shiva. Once Ravana, a
devout devotee of Lord Shiva, attempted
to take his Lord to his palace at Lanka.
But no sooner did he lift the Mount
Kailash for the same, his hand got trapped
under the mountain, since Lord Shiva had
put his toe on it. To please his Lord,
Ravana sang many hymns but all in vain.
Finally he succeeded only when he sung
a hymn based on this Raaga and Lord

Shiva (also known by the name ‘Hara’)
was “pleased”. Since then the Raaga is
known by the name “Harapriya”.

Again, the name Kharaharapriya has
a different story behind it that relates to
the incidence of killing of the demon
“Khara” by Lord Rama which is narrated
in the “Aranya Kanda” of the
“Ramayana”. In this case Khara refers to
the demon, Hara refers to the Killer and
Priya refers to the Beloved one.
“Tyagaraja”, the greatest South Indian
astrologer, poet, musician and a devout
devotee of Lord Rama composed several
bandish based on Raaga Kharaharapriya
in the 18th century waking up the soul in
it.

Rishav swara plays a very important
role in the Raaga Kharaharapriya.

The patterns of the swaras in Raag
Kharaharapriya goes like – R2G2R2,
G2M1G2, S’N2D2PM1P

Rasa – On listening NICM carefully
it can be well understood that Raaga Kafi
is filled with Sringar Rasa and that too
full of restlessness of lovers (lord Krishna
and Radha). Both are so much engrossed
in their secret, intense and exclusive
passionate love for each other, that it
sensitizes the nature surrounding them
with the fragrance of their divine lust for
each other, requesting the nature to be
with them.

On the other hand in SICM, Raaga
Kharaharapriya is considered to be filled
with pathos (Karuna Rasa) since it is
typically sung in a slow pace to bring out
this mood. However, here Karuna doesn’t
imply mere mercy or sadness rather it
reflects a feeling of devotion. This is
evident from several compositions (padas)
based on this raga by intellectuals like
the great Pt. Tyagaraja which, when
listened carefully provoke a sense of
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devotion within the listeners (especially
of Lord Rama, as Pt. Tyagaraja was a
devout devotee of Lord Rama).

Therapy – Music, which is believed
to be another form of God, by some
people, while some intellectuals believe
that it is the most easiest path of God’s
realization and thus music is an
inseparable part of mankind. The way
Music is resonating as Naad in the
atmosphere of this whole Universe, in the
same way its presence in the Human body
is realized since birth as Heartbeat,
Blinking of eyes and Emotions (sadness,
smile, etc.). Later it gets converted to
Swaras and Melody within an individual
practicing Classical Music. Now a day,
it’s a proven fact that emotions act as a
significant factor in determining an
individual being healthy or unhealthy, and
music is considered to be the best
medicine (without any side effects) to
keep ones emotion healthy.

It has also been observed that
practicing or listening to Raaga Kafi or
Raaga Kharaharapriya helps to cure
individuals suffering from several
diseases like heart disease, depression,
neurosis etc. Today,

Medical Science too agrees that
Music can act as a medicine even for
some incurable diseases; provided it is
used properly.

Results and Discussion

The above discussions give rise to several
important aspects of Raaga Kafi and
Raaga Kharaharapriya. Firstly, despite
having similar swaras and style their
names differ due to the region and culture.
The gaayaki of Raaga Kafi in NICM and
Raaga Kharaharapriya in SICM are
different because of their varying singing
styles such as swara, laya, etc. In NICM,

swaras are either used directly or by
applying Meendh, whereas in SICM
swaras are used with vibrations/
vibratos(kampitam). The SICM System
emphasizes more on the compositions and
then on the rules of Raagas. The main
cause behind this is that even today SICM
is based on Margi Sangeet in which the
compositions are dedicated to God. In this
case, the emotions are linked between
God and a Human being rather than
between two Human beings. Therefore,
every Rasa found in SICM is influenced
by Bhakti Rasa. In contrast, NICM gives
more priority to the Raagas and their
rules. Thereafter comes, its composition.
The compositions or Bandish in NICM
are dedicated to God, but the emotional
connection between two Human beings
are also visible than that of the emotional
connection between God and Human
beings.

Due to this reason in his book
“SANGEET DARSHIKA”, Nonigopal
Bandhopadhyay has clearly mentioned in
the Introduction that in the time prevailing
NICM instead of being based on Margi
Sangeet, it has become a part of Desi
Sangeet.

Conclusion

Thus, from the study of Raaga Kafi of
NICM and Raaga Kharaharapriya of
SICM it can be concluded that despite
the differences in the singing styles of
various Music Systems, the word Music
remains the root word. The Theoretical
knowledge of this is important and helpful
but the Practical knowledge plays a key
role to help understand it better. It is
compulsory that the Practical knowledge
is gained from a Music Expert . Though
the knowledge of any single singing style
is sufficient, but in order to understand



and know Music better or to do something
new in this field, it is necessary to have
the knowledge of the Theory and Practical
of both the Music Systems, NICM and
SICM.
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Acharya Nandikeshwara is considereed
to be an important Ancient Scholar who
immensely contributed to the
development of Indian Classical Dance
through his treatises like
‘Abhinayadarpana’ and ‘Bhartarnava’,
which are published in Sanskrit as well
as in Hindi and other vernacular
languages. In the catalogue of handwritten
Manuscripts published by Sarswati Mahal
Grathalaya, Tanjore, the three teatises viz.
Tala Lakshanam, Taladilakshanam and
Talabhinaya – Lakshanam are attributed

to Nandikeshwara. Another incomplete
treatise, ‘Nandi-Bharatokta–
Sankarhastadhaya’ is also found in his
name. According to Ramakrishna Kavi,
Nandikeshwara has also composed
‘Nandikeshwara Samhita’, the major
portion of which has been lost. He has
also mentioned Nandikeshwara’s treatise
on ‘Tandava’ namely ‘Karnabhushana’ in
his preface to ‘Bharatakosh’. Inspite of
such scholastic works, Nandikeshwara
has always remained a controversial
figure in the canons of Indian Dance and
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Dramaturgy, as he has not given his
biographical details in any of his works.
However, both ancient and modern
scholars have tried to figure out his time-
span and works on the basis of certain
internal and external evidences, as
follows.

References of ‘Nandikeshwara’ in

Ancient Treatises

In the fourth Chapter of Natyashastra
Bharata has described a brief anecdote
wherein it is mentioned that on being
asked by Lord Shiva, the deity called
Tandu, imparted training in Nritta to sage
Bharata. In his commentary on
Natyashastra, namely Abhinavabharti,
Abhinavgupta has mentioned the name
of Tandu as Nandi on the basis of which
many scholars have opined that Tandu
alias Nandin himself is the author of
various treatises on dance and music
including Abhinayadarpana.

In his ‘Kavyamimansa’ (1/1) while
discussing the origin of poetry and its
tradition at the outset, Rajashekhar has
mentioned the name of Nandikeshwara
as one of the 18 divine scholars of poetry
who had written the treatise on Rasa,
(Aesthetic Pleasure) – Rasadhikarak
Nandikeshwara:

Nandikeshwara is considered to be
the first and foremost ‘Acharya of
Rasayana’ in Ayurveda. Rasa is related
with erotism also. Hence Nandikeshwara
is described as the Acharya of
Kamashastra in Vatsyayana’s Kamasutra’
as well as in other works on sexual ethics
such as ‘Rati Rahasya’ and
‘Panchasayaka’.

In the list of 18 ‘Upa-Puranas’,
‘Nandikeshwara Purana’ is also included.
Acharya Matanga has mentioned
Nandikeshwara as the ancient scholar of

music in his splendid work, ‘Bruhaddeshi’
the first commentary on the ‘Desi’ type
of music. Sarangadev in his ‘Sangit
Ratnakar’ (1/17) has considered
Nandikeshwara as the ancient scholar of
Music.

Thus, we find the mention of
‘Acharya Nandikeshwara’ as the exponent
of various branches of knowledge
including Dance and Music in the ancient
treatises.

The Modern Views about

‘Nandikeshwara’

M.M. Ramakrishna Kavi in his article
published in the Quaterly Journal of the
Andhra Historical Research Society (Part
3, page 25-26) considers Nandikeshwara
and Tandu as the same person and
mentions that he has also composed
Nandikeshwara Samhita the major portion
of which has been lost but the portion on
Abhinaya has survived which is possibly
the extant Abhinayadarpana.

The majority of modern scholars
agree with M.M. Ramkrishna Kavi’s
above opinion. Pt. Babulala Shukla
Shastri, the Hindi Translator and
commentator of Natyashastra has
explicitly written in the preface to the
first volume of ‘Natshastra Pradip’ (p. 24-
25) that Nandi or Tandu, who is also
known as Nandikeshwara is mentioned
as Bharata’s ‘Tandava – Teacher’ in
Natyashastra itself. Hence there is no
harm in considering Nandi as the
‘Acharya of Dramaturgy’ on the basis of
his famous work ‘Abhinayadarpana’.

Shri Anandkoomar Swamy, the first
English translator of Abhinayadarpana in
his preface to ‘Mirror of Gestures’, (p.31)
mentions Nandikeshwara as the follower
of ‘Tantra’, ‘Purva Mimansa’ and
‘Lingayata Shaiva Darshana’. He was
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incarnation of Lord Shiva and had a
discourse with Lord Indra while residing
on Mount Kailasha.

An attempt is made to prove
Nandikeshwara to be the predecessor of
sage Bharata on the basis of one of the
manuscripts of Natyashastra wherein it is
mentioned, ‘Samaptaschayam’ (?) ‘Nandi
Bharata Sangita Pustakam’ Pt. Babulal
Shukla Shastri interpretes it as ‘Nandi
Bharata Pranitam Sangita Pustakam’ and
tries to prove that Bharata was disciple
of Nandi or Natyashastra being mentioned
in the treatise enunciating ‘Nandimata’ –
‘Nandi-School’. Seth Kaniyalal Poddar in
his ‘History of Sanskrit Literature’
Volume I, p.36-37 has written in his
context,

1. Either Natyashastra was written
after being inspired by Mahatma
Nandi

2. Or the name of Natyacharya Bharata
was clubbed with that of Nandi to
differentiate him from another
Acharya also known as Bharata.

3. Or it might be an error committed
by transcriber as happened in nearly
40 manuscripts of Natyashastra.

However, most of the modern
scholars consider Nandikeshwara, the
author of Abhinayadarpana is as a normal
human being rather than a divine person
and try to fix the time span of
Nandikeshwara in-between 2nd/3rd

century to 12th/13th century.

The Scope of Abhinayadarpanam

The Abhinayadarpanam, treats in a greater
detail the Angika Abhinaya that
incorporates various gestures, postures
and movements which depend upon feet,
as the treatise is mainly composed for
imparting training in natya and nrtya.

After the introductory matters (1-48)

Abhinayadarpanam treats various type of
gestures as follows:

(A) GESTURES

(i) Nine gestures of the head
‘Shirobheda’ (49-65)

(ii) Eight gestures of eye ‘Drishtibheda’
(66-79)

(iii) Four gestures of the neck
‘Grivabheda’ (79 – 87)

(iv) Twentyeight gestures by one hand
‘Asamyutahasta’ (87 - 165) and four
additional gestures (166 – 172)

(v) Twenty-three gestures by both the
hands ‘Samyutahasta’ (172 – 203)

(vi) Gestures for representing Gods (204
– 215)

(vii) Gestures for representing ten
Avataras of Vishnu (216 – 225)

(viii) Gestures for representing different
castes, etc. (226 – 231)

(ix) Gestures for representing various
relations (231 – 244)

(x) Gestures of hand for dance in
general and the method of moving
hands in dance (244 – 249)

(xi) Gestures for representing nine
planetary deities (250 – 258)

(B) POSTURES AND GAIT

‘PadaKarma’ and ‘Gatibheda’
Apart from treating gestures
Abhinayadarpanam treats various types
of gestures and movements of the body
that solely depend upon the footwork –
‘Pada Karma’ as follows.
(i) Mandalas and Sthanakas (260 –

282)
(Sixteen modes of standing and
resting)

(ii) Utplavanas of five kinds (282 – 289)
(Leaping movements)

(iii) Bhraman’s of seven kinds (289 –
298) (Flight movements)



(iv) Caris and Gaits (298 – 322)
(Eighteen kinds of Gaits – Gati)

It must be noted that unlike of
gestures, the feet movements are not
accompanied by their viniyoga
applications in Postures (except in the
case of sthanakas) the explanation of
which is given at the end of
Abhinayadarpanam as follows:

“Mandalas, Utplavanas, Bhramaris,
Caris and Gaits according to their
relation to one another, are endless
in number and variety. Their uses in
dance and drama are to be learnt
from the Sastra, tradition of the
school and through the favour of
good people and not otherwise.’
(322 – 324)

Abhinayadarpanam and

Natyashastra: A Comparision

 The famous opening verse of
Abhinayadarpana ‘Angikam
Bhuvanam Yasya’ is a salutation
‘Namaskriya’ to Lord Shiva wherein
Shiva has been compared with an
actor whose means of expression is
gesture and posture as well as
language and costume. The
conception of Shiva as a cosmic
dancer and actor ‘Nataraja’ in later
treatises also. This shloka of the
Abhinayadarpana describes the
divine and cosmic form of Shiva in
terms of four kinds of Abhinaya
enunciated by Bharatamuni in his
Natyashastra. Which has been taken
by the author of SR also.

 Nandikeshwara also speaks about
the origin of Natya (2-7) wherein
agreeing substantially with that
given in the Natyashastra (IV. 5, 17),
he clearly mentions that in the
beginning Brahma gave the

Natyaveda to Bharata who together
with groups of the Gandharava and
Apsaras performed natya, nrtta and
nrtya before Shiva. Then Shiva
having remembered his own
majestic performance (dance)
caused Bharata to be instructed in
that (art) by his attendants (ganas)
Natyashastra gives only this much
account of origin of Natya and Nrtta
but Abhinayadarpana goes one step
further and says that ‘Before this, an
account of his love (to Bharata) he
gave to the latter, instructions in
lasya through Parvati who on the
other hand instructed Usha, the
daughter of Bana in lasya who in
turn taught the art to milk-maids of
Dwarka and they taught this to
women of Saurashtra and through
them to women of other countries.
This additional account given in
Abhinayadarpana became so
popular that the other treatises have
incorporated it verbatim, later on.

 In the following shlokas dealing
with Natyaprashansa Eulogy of
Natya Abhinayadarpana argues that
this (art) is viewed even more than
the bliss which persons mediating
the supreme soul experience (much
more than mere Bramhanand)
otherwise how could it captive the
heart of sages like Narada?
Natyashastra equates the aesthetic
pleasure Rasanubhava with
Bramhanand but Abhinayadarpana
considers it Adhhik than
Bramhanand

 Under the heading Natanbheda
variety of Dances while describing
the characteristics of Natya natya,
Nrutta nrtta and Nritya nrtya,
Abhinayadarpana gives the details
of the occasions for these dances

An Introduction to Nandikeshwara and his ‘Abhinayadarpana’



Natanprayogakala This is for the
first time that the Natya, Nrutta, and
Nritya are clearly differentiated in
terms of Rasa, Bhava and Abhinaya.
This clear cut division is followed
by all the treatises later on. Such
profound division is not found in
Natyashastra.

 Abhinayadarpana also speaks about
Sabhapatilakshanam characteristics
of a President Sabhapati,
Mantrilakshanam characteristics of
Adviser, Sabhalakshanam character
of the Audience, Sabharachana
Arrangement of the Audience which
have become the common subject of
all the Medieval Treatises.

 While describing Patralakshanam
characteristics of Patra
Abhinayadarpana equates the
meaning of the word Patra with a
dancing girl, Evum with a Guna
Peta Nartaki Samudirita - A girl
having all these qualifications is
called a dancer (Patra). According
to SR the dancer is known as a
Patra. On the other hand
Bharatamuni considers Patra as a
common name of all the characters
including Nayak, Nayika and their
associates connected with the plot
of the drama. This is the basic
difference.

 Abhinayadarpana also describes the
Qualities of Bells Kinkinilakshanam
(Ghungoo) for the first time which
is its original contribution.

 In the 5th chapter of Natyashastra
while describing Purvarang the
Preliminaries Bharata speaks about
worshipping the Ashta Digpala Lord
Indra, Jarjar, Lord Brahma, Vishnu,
Mahesh etc. But Abhinayadarpana
while giving the details about
Introductory Benediction

Prarthanadikam talks about
praising Ganapati, the God of Murja
i.e. Drum and the sky and Earth. It
also speaks about praising the
Goddess of Ranga Rangadi Devata
Stuti which is unique and followed
by all the later treatises on Dance
and Drama.

 While discussing about
Angikaabhinaya Abhinayadarpana
clearly divides the limbs of the body
into Anga, Pratyanga, Upanga.
Natyashastra mentions the word
Pratyanga but does not classify any
limb under Pratyanga. But
Abhinayadarpana enumerates six
Pratyanga such as shoulder-blades,
arms, back, belly, thigh and shanks,
the joining parts of the body.

 Unlike Natyashastra,
Abhinayadarpana describes in detail
only those limbs which are useful to
the dancer viz. Shira, Drishti, Griva,
Hasta and Pada, Head, Glances,
Neck, Hands, Foot.
(a) Head-Gesture. Natyashastra

(VIII) describes thirteen gestures
of head while Nandikeshavara
mentions only nine. Among
them five gestures have common
names in both the works, besides
this, the names of two gestures
agree partially.
If we compare the names,
definitions and vinlyoga
(application) of the head
gestures in the two works it is
found that the gestures named
Adhomukha, Alolita (Lolita),
Dhuta, Kampita, Paravrtta and
Parivahita are defined in each
work in a similar manner. As
regards their applications also
the two works have a



considerable agreement; besides
this, the definition of the gesture
Udvahita in the
Abhinayadarpana, agrees
substantially with that of the
Utkshipta of the Natyashastra.

(b) Eye-Gestures. Natyashastra
(VIII, 101, ff.), mentions three
classes of eye-gestures, (i) eyes
for expressing eight rasa, (ii)
eyes for expressing sthayi-
bhavas, and (iii) eyes for
expressing sancharibhavas. Each
of the classes (i) and (ii) has
eight varieties, while the class
(iii) has twenty varieties. But
there is no elaboration in
Abhinayadarpana (66 ff) in the
classification or division of these
gestures. It enumerates only
eight kinds of them. Further, the
classification in the two works
has not any common name.

(c) Neck-Gestures. The
Natyashastra (VIII. 164 ff)
describes nine kinds of these
gestures while the
Abhinayadarpana (79 ff)
mentions four kinds of them.
Both have no common name.

(d) Hand-Gestures. Though there is
agreement in Natyashastra and
Abhinayadarpana regarding
classifying the hand-gestures
into three classes, and though
these three classes share certain
common names, they differ as
far as the number in each class
as well as in their description
and application are concerned,
as follows:

(1) Single-hand Gestures: According
to the Natyashastra (IX), there are
twenty-four single-hand gestures,

while in the Abhinayadarpana, their
number is twenty eight. In both the
works twenty-two gestures have
common names. Their descrition
and application too in the two works
have considerable agreement.
If we compare the two works on this
point, we find that:
i. The definition of the following

thirteen gestures is similar in
both the works:
Pataka, Tripataka,
Ardhachandra, Araala,
Shukatunda Mushti, Shikhara,
Padmakosha, Sarpasirsha,
Mrgasirsha, Chatura,
Bharamara, Mukula.

ii. The following gestures have
some similarity in their
application as mentioned below:
Pataka (2), Tripataka (2),
Ardhachandra (2), Mushti (2),
Katakamukha (4), Padmakosha
(3), Sarposhiras (5), Mukula (2).

iii. Except in the case mentioned in
(ii) above the viniyoga
(application) of the gestures vary
in the two works.

(2) Combined-hand Gestures: The
Natyashastra (IX) mentions thirteen
combined hands, while the
Abhinayadarpana talks about
twenty-three. The comparasion of
the combined-hand gestures named
in the two works, shows that
i. The following gestures in both

the works have more or less the
same definition, and their
applications also are similar to
a great extent: Anjali, Kapota,
Karkata and Pushpaputa.

ii. The gesture named Pushpaputa
is defined identically in both the
works.
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iii. The remaining three gestures are
defined and applied in a
different manner in the two
works.

(3) Nrtta-hastas: Abhinayadarpana
mentions the 5 movements of the
Nrtta-hastas2a which are not found
in the Natyashastra. The number of
nrtta-hastas are thirteen while in the
Natyashastra (IX, 173ff.) it is
twenty-seven and is different from
the single-hand and combined-hand
gestures. The nrtta-hastas of the
Abhinayadarpana are identical with
single or combined-hand gestures.
Six of them (Pataka, Tripataka,
Sikhara, Kapittha, Alapadma and
Hamsaya) are the single-hand
gestures of the same name, and the
remaining seven (Anjali, Svastika,
Dola, Kataka-vardhana, Shakata,
Pasha and Kilaka) are the same as
the combined-hand gestures of the
same name. Thus, whatever might
be the number of gestures in each
group, the total number of hand-
gestures are sixty-four according to
the Natyashastra, and fifty-one
according to the Abhinayadarpana.

(e) Cari: According to the Natyashastra
there are 32 caris, which are divided
into two classes: (i) earthly
(bhauma) and (ii) aerial
(akasagami). But the

Abhinayadarpana mentions only
eight Caris falling under only one
class. Besides, the two works have
no common names in their
Mandalas.

 Thus, Abhinayadarpana does not
follow Natyashastra blindly, though
it is highly influenced by it. In each
and every aspect of Angika
Abhinaya we find some kind of
alteration and addition by
Nandikeshwara, which is original
and unique. That is the reason why
Abhinayadarpana has become
practical manual for the classical
dance practitioners esp of
Bharatanatyam.

THE ABHINAYADARPANA AND

THE BHARATARNAVA:

Both these works are ascribed to
Nandikeshvara, and the authors of the two
works may be identical, according to the
modern scholars.
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Introduction:

Indian traditional art forms have been
based on the aesthetics, emotions and
spiritual aspects of Indian way of living
life. This has given the world great forms
of art in Tabla, Katthak and Raga Vocal
Music. Even if the human face is
symmetric and so do many objects which
we see in the natural world and man-
made world, still there are some objects
which do not come under the category of
symmetric repetitive and circular. Not
only circularity but also asymmetricity
and non-repetitiveness and non-circularity
form the inner science in art and music.
For this purpose we have used three
bollywood songs as experiments and also
other example of layakari of Tabla and
Katthak in order to demonstrate the role
of asymmetricity non-repetitiveness and
non-circularity.

Experiments and Observations:

Below is a list of investigations in 12
examples we have done:

1. In Satyajit Ray directed Hindi
movie ‘Shatranj ke Khilari’ there is a song
composed Katthak by Pandit Birju
Maharaj where Saswati Sen dances on
the tune of ‘Kaanha mein tose haari…’.
The end part of this song has got three
Tihaai’s in form for chakardaar where
there is perfect synchronization between
the sound of Tabla beat and the ghungroo-
feet sound of the Katthak dancer. This
three tihaai or chakardaar can be
represented by 3 circles which if merged
on top of each other will synchronize so
perfectly that they will form only one
circle. Such is a great synchronization
brought about between Tabla and Katthak.
But if we keep on increasing the size of
each circle such that circle 3 is bigger
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than circle two which in turn is bigger
than circle 1 and then when we merge all
3 circles we will not get a single circle
but 3 different circles of different sizes
mounted on top of each other which will
seem like a rose bud. Instead of the 3
circles we can also do these using 3
ellipses like eggs. This is an example that
asymmetric ‘ellipse or egg shape’ can also
be used in music forms and this is where
there is a slight minutest ‘a-
synchronization’ between Tabla and
Katthak. This example can be a hybrid a-
synchronization which is inbetween a
tihaai and a chakardaar, but not a perfect
tihaai nor a perfect chakardaar. See Figure
1. in appendix.

2. In Guru Dutt’s Pyaasa movie
there is a song ‘Hum aap ki aankhon se
iss dil ko…’ where there is no sawaal-
jawaab (question-answer) but a sawaal-
sawaal duet between the male voice and
the female voice. But care has been taken
that both the sawaal’s are in context and
not off context. The analogy is that if it
was a sawaal-jawaab duet, then if the
male and female are on a step of the
staircase then a sawaal is climbing one
step up and a jawaab is climbing one
step done. Then they both will just keep
on going up and down just on one stair
of the staircase. But in the sawaal-sawaal
case there is no jawaab, hence they both
keep on climbing all the steps one by
one and that together. This is a case of
linearity which breaks the circularity in
music. See figure 2. in appendix.

3. Here we see a song which is a
mixture of point no.1 and point no.2 in
our paper where we are having 3 circles
which are of different sizes or we have 3
ellipses which are of different sizes and
they are going up and up and up on steps
of a staircase. So if our 1st ellipse is on

step 1 then next bigger size ellipse on
step 2 and the next biggest size ellipse
on step 3. This trick has been perfectly
employed by music director RD Burman
in movie Padosan song of ‘Mein chali
mein chali dekho pyaar ki gali…’. This
going higher and higher of saptak levels
is an example of non-repetitiveness in
music. See figure 3 in appendix.

4. In layakaari on Tabla there can
be ratios of 1/1 to 2/4 to ¾ to 1.25/4 and
even 5/16 where a 5 matra taal can be
fitted in a 16 matra tritaal. See figure 4
in appendix. But if there can be invented
a way of playing the left ‘bayaan’ of
Tablaa such that not only in 6 aavartans
of Tritaal we get 6 swaras of Raag Yaman
say for example, Ni Re Ga Ga Re Sa,
but also in 7 aavartans of Tritaal we can
produce 6 swaras or vice verse of 6
aavartans of Tritaal we can produce 7
swaras of Raag Yaman, then this is a
category of non-circularity and non-
repetition. See figure 4 in appendix.

5. When a person is driving a car
from point A to point B on the surface of
the earth he feels he is going in a straight
line. In a similar way if a person is driving
a car in a tunnel whose diameter is very
long as close to 10 kms. Then in both
instances even if the man is going on the
curve of the curvature of the earth or the
curve of the tunnel, he feels that he is
going in a straight line. If these two
examples are reversed and then the person
is made to feel that he is on a curve but
in reality he is only travelling on a straight
line, then this amount to non-circular
motion in music.

6. When a bird flies from a tree our
instant attention goes to the next place
where the bird goes but we do not care
to look at the past of the bird and that is
what happens to the tree the moment the



bird flies. In a similar way if there has to
be non-circularity in music then in Tabla
the beat which is played at an instant
should sound to the listener after one beat
later. That is if beat 6 is played the listener
should hear beat 5 at that moment. This
delay in hearing is a trick which leads
this example in category of non-
circularity. This is because only when the
next aavartan starts does the cycle of
circularity starts. But at this instance the
listener is listening to the previous beat.
This makes it non-circular at ‘that instant’.

7. In Gulzar’s movie song ‘Dil
dhondtaa hain phir wohi fursat ke…’, just
by changing the place of the comma the
meaning of the song changes. Similarly
in Figure 5 of appendix below when we
change the position of the 3 ‘reference’
lines 1 2 3 to new positions 1’ 2’ 3’ we
feel the original grill pattern has changed.
But it has not changed in reality. Only
our feeling is that it has changes because
we have changed our ‘reference’ lines
positions. This also amounts to a similar
‘delay’ in the aavartan of Tabla where
just at the instance of start of new
aavartan we are still on previous aavartan.

8. A uniform circular motion in
physics can be decomposed into two
linear motions as in Figure 6 of appendix
below. Similarly a Tritaal aavartan which
is circular can be decomposed into two
taals or bols of Tabla which are not
circular but non-circular as in figure 6 in
appendix below.

9. Amplitude Modulation or
Frequency Modulation are concepts in
physics where a small frequency sound
is riding or ‘swaar’ on shoulder of a big
frequency sound such that the resulting
sound wave is different. This is similar
to a man running on a moving train or a
small child sitting on the shoulder of her

father who is running. When we observe
the motion of the man on the train or the
small child on the shoulder, then both
there motion is a addition of their own
motion and the motion of that object on
which they are situated. Ina similar way
a taal or mukhdaa or a bol can be made
to ride or ‘swaar’ on a original taal in
order to change the symmetricity and
make it asymmetric. See Figure 7 in
appendix below.

10. If a Tabla player is sitting with
his Tabla and no playing anything, then
this no motion or zero movement also
amounts to non-circularity as in physics
a no solution is also a solution.

11. Like in a samudra manthan of
churning of youghurt using a swirl to
make milkcream or a to-fro swirl cycle
in washing machine, so is there a reverse-
forward motion in taal of Tabla which
amounts to non-circularity. See Figure 8
in appendix below.

12. If we put color in different parts
of a ‘bhavraa’ in our bathtub water then
different aprts swirl around at different
velocity as in physics the surface of water
travels at faster velocity that the deeper
the water is. This is also a category of
delay of time as in above example no. 6
and example no.7 where the circularity
is broken. See Figure 9 in appendix.

Conclusion:

Thus we have listed to demonstrate
instances of asymmetricity, non-
repetitiveness and non-circularity in
Indian Arts. There is a hand in hand
coordination of mathematics and physics
along with aesthetics, emotions and
spirituality in Indian music which leads
to new innovations and new ideas to be
interrelated between Western science and
Indian tradition.

Asymmetric Non-repetitive Non-circular Physics in Tabla



Figure 2.

Figure 3.

Figure 4.

Figure 5.

Future work:

To find many a new bandish in Tabla
and Katthak which will carry forward
already created melody and delicacy in
music.
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Abstract

The article takes up the issue of what role art or literature can play in the comprehension
of the social or political world, the next part introduces the art forms such as movies,
cartoons and novels as pedagogical tools for social science and the last part discusses
the National Education Policy (NEP) 2020 and the challenges faced by India in introducing
such a pedagogy.
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The paper takes up the broader issue of
how art in general and literature in
particular aid in making sense of the
social/ political world. In this paper, the
word liberal art is used to refer to
mediums such as films/documentaries,
novels and cartoons.

Many Social and Political Scientists
claim that novels constitute a source of
‘data’ for research purposes. According
to Zukert C (1995) “Teachers of
comparative politics have long recognized
that having students read a novel or watch
a movie is an effective way of introducing
them to a foreign culture, enabling them

to see the world through the eyes of others
and to understand another world view.
Works of literature proceed by engaging
the sympathy of the reader. They expand
our experience vicariously by showing us
what it is like to live in another fashion.”
Thus, artistic forms enable western
students of comparative politics to
overcome the problem of ethnocentrism.

The question that needs to be raised
is what is that the novel provides
distinctively as a source of ‘data’ for
research purposes? Negash (2004), a
political scientist, addresses this question.

In particular, he asks: ‘if insights are
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to be gained from artistic works … one
has to provide a more systematic answer
to why this is’ (original emphasis, Negash,
2004: 187). In answer to his question,
Negash makes several suggestions as to
‘why the arts, in their form and
production, provide a site from where we
can observe and experience aspects of
political life that we cannot possibly
achieve in other ways’ (Negash, 2004:
188, emphasis added). The first concerns
human agency, the motivations and
intentions behind human action, and the
way this is represented in artistic works
which take ‘stock of the discontinuities
of the social life process that a “science”
of human life or generalizations about
human behaviour [sic] cannot
accommodate’. As data ‘the literary
narrative accommodates the unpredictable
side of life as well as purposeful
behaviour – the fragmented and the
coherent at the same time’ (Negash, 2004:
193). Second, Negash suggests, ‘art is a
privileged medium in the sense that it
imparts knowledge about life … at both
the abstract level and at a deeper cultural
level of meaning’, revealing something
that was not revealed to us before.
Together, these two justifications relate
to what we might think of as the internal
aspects of the text. Negash highlights the
contrast between the concerns of a
‘traditional’ notion of research in the
social sciences with its reductive
tendencies, aimed at producing
generalizations and closure, and those of
the artist concerned with complexity,
ambiguity and openness. The
interdisciplinary tensions produced by this
juxtaposition create a productive site, a
rich seam, which can usefully be
exploited by the social researcher.

This shows up the importance of

aesthetics in the novel-as-data: ‘one
must’, Whitebrook (2001: 18) says, ‘look
at the novel – what goes on inside it –
and respond to that. The novel presents a
complex picture and this should not, she
suggests, quoting Haight (1956), be
‘allowed to lapse from the picture to the
diagram’. In this sense, the novel, as an
ekphrastic device representing the visual
in verbal terms, has the potential to move
from a simple source of ‘empirical data’
to an analytical tool that facilitates the
development of theory.

Two further reasons are offered by
Negash (2004: 193) as to why the novel
and other fictional texts (he is also
concerned with films) may be of interest
to the social researcher. First, novels ‘are
influenced by other historical
circumstances in time and space …’. This
relates to Foucault’s notion of episteme
(1989), a configuration that circumscribes
what it is permissible to think in any
historical period. Analysis of the text can
give insight into the epistemic constraints,
or social discourses, which surround its
production. Finally, Negash argues that
the activities of artists/writers as
intellectuals are significant in their own
right and ‘their influence in the
construction of images is also part of the
political realities in the here and now
(2004: 188), which acknowledges the role
of authorial intention in the fashioning
of the text. These two aspects relate to
context, extending the analysis beyond
the confines of the written text. Taken
together, all this suggests that fictional
narratives provide a potentially distinctive
source of data for the social researcher
that can be drawn on in a variety of ways.

Another example is provided by a
political scientist Whitebrook (2001) in
which she provides a complex and
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extended example of the use of the novel-
as-data. In her book Identity, narrative and
politics she analyses literary works by
Philip Roth, Thomas Pynchon, E.L.
Doctorow and others to examine the
narrative construction of identities. This
relies on a connection between the form
and function of literary narratives and our
narratives of experience, a position
supported by Culler (1984: 7) who says,
‘non-literary discourses prove to function
according to principles and processes
most dramatically and explicitly
manifested in literature so that literature
serves as a model for what is involved in
the intelligibility they confer’.

Whitebrook (2001: 11) argues: ‘given
that certain narrative terms are potentially
explanatory for the construction of
identity, attention is directed to that form
of narrative where those terms are most
clearly deployed’, i.e. novels:

I look at novels as accessible
instances of narrative in practice. Turning
to narratives – modern novels – allows
for observation of how identity is
constructed, through attention to content
and form; plot and characterization; and
narrative structure, style and techniques.
The process of narrative construction is
relevant since it makes the point that
identity is narratively made, and shows
what that means for an understanding of
political identity. (Whitebrook, 2001: 5)

This approach goes beyond quoting
from fictional texts as a means to
‘illustrate’ particular points or to ‘provide
insights’ (important and useful as this may
be). How identity is narratively
constructed in the text is subject to
systematic interroga¬tion and used to
develop theory relating to the creation of
political identities. Whitebrook (2001: 17)
says, ‘novels include political ideas which

relate to political theory, but the theory is
needed to systematize those political ideas
which are part of the literary whole’. It is
this process of systematization of ideas,
tracking between the artistic source and
the resources of social research, traversing
the interdisciplinary seam, which provides
the strength of this approach in which
data and analysis elide, the text becoming
as much critical analytical tool as a source
of data.

For Whitebrook (1993: 258) this is
key and she decries the tendency for
researchers with an interest in literature
to work with ‘crude conceptions’ of
literary realism in which ‘plot is taken as
an account that can be treated like a case
study and ignoring style, struc¬ture and
metaphor’. This highlights a dichotomy:
Tierney arguably does indeed treat the
campus novel as a ‘case’; Phillips and
Zyglidopoulos (1995: 593) in their
analysis of Asimov’s Foundation Trilogy
and its relevance to organizational
research, are upfront about this, arguing
that ‘our general approach is to treat
works of narrative fiction as intensive,
qualitative case studies … we treat the
narrative as if it grew out of some
underlying hypothesis that the author is
struggling within the book’, and they
equate their approach with grounded
theory in which through their analysis
they uncover this hypothesis and restate
it in a way more useful to research. The
dichotomy appears to rest on a distinction
between a literary approach to narrative
analysis and an ethnographic approach,
which cannot be collapsed, illustrating the
potentially productive tensions held open
across the interdisciplinary seam.

An attempt has been made below to
illustrate how art forms such as films,
cartoons and novels could be used as a



pedagogical tool in political science
teaching and research.

Film

Social scientists are increasingly utilizing
mediums such as movies/documentaries
to make social phenomena intelligible.
The teachers of political science have also
started to use movies as a pedagogical
tool to explain political phenomena such
as foreign policy, conflict situations and
foreign governments. According to the
scholar, Craciun Claudiu, films can help
both students and professors avoid
common places, stereotypes and
prejudices built against distant people,
threatening neighbours or irritating
minorities. Firstly, this method helps
stimulate the senses. The usual verbal
communication has its strong and weak
points. Image has many advantages that
can be converted into long-lasting
memories. Using films or clips doesn’t
divert student attention from the written
materials and lectures’ speeches. They just
add a plus of image and sound, possibly
reverberating in personal life experiences.
Secondly, the film can help make abstract
concepts concrete. Social science
typically uses more abstract concepts than
natural sciences. These concepts are not
at all easy to explain and are made
operational. The authors mention the
concept of deterrence that can gain a
substantial analytic body by seeing how
it works in the real life. One of the best
visual references is provided by the Cold
War dark comedy Dr Strangelove (1964).

Engaging emotions is also an
important benefit. The emotional imagery
created by movies can help students add
higher stakes to the topics debated. Yet,
emotions can hinder the learning process,
as some movies/scenes can prove to move

to allow a meaningful debate. Teaching
politics by using movies a group can
address easier past issues. Using films
help create bridges to the past. Collective
and personal memory doesn’t help so
much in this matter. So, apart from books
and recollections that came from elderly
relatives and friends, we might need to
‘relive’ and historically and theoretically
relevant experiences of our societies. We
often do speak about the 21st Century
World Wars with a certain detachment.
The carnages of our century tend to be
forgotten or insufficiently assimilated. If
students will watch Mann’s All Quiet on
the Western Front (1979) after the novel
of Eric Maria Remarque or Francis Ford
Coppola’s cinema masterpiece
Apocalypse Now (1976), just to name
two, students might see in a different light
the conflict of this century. Last but not
least, using films helps the faculty
advance the learning paradigm. From a
hierarchical pattern of interaction, they
can move towards a more open and
creative frame. Students become more
easily involved if they know that their
contribution is not evaluated concerning
the ‘good answers’ from the books.
Watching movies can bring in the class
every student with their ideas, experiences
and viewpoints. The teacher moves from
a central position and leaves the floor to
the students. Ultimately, it is a move from
a teaching to a learning paradigm, the
latter being significantly more student
orientated than the first. Political
Scientists are usually using movies to
teach topics or issues such as international
relations, foreign policy, and comparative
politics.

Cartoons

Cartoons have also been used as a

Liberal Arts and the Political Science Pedagogy: Exploration of How Liberal...



pedagogical tool to make the study of
politics more lively and exciting to
students. This technique capitalizes on the
visual learning style of many students and
interjects an added interactive dimension
to classroom discussions. According to
scholar Beth. K. Dougherty (2002)
Cartoons should be treated as serious
commentary on political affairs.
Interpreting a cartoon requires that the
viewer be familiar with current issues and
debates, savvy about cultural context and
capable of analytical judgement.

Although in western countries there
are copious cases of scholars/teachers
using cartoons as a pedagogical tool, in
India during 2006 the Scholars Yogendra
Yadav and Suhas Pulshikar wrote the
National Council of Educational Research
and Training (NCERT) political science
textbook with cartoon illustrations.
NCERT Political Science textbooks of
Standards IX-XI used cartoons to teach
young minds about politics. According
to the noted scholar Valerian Rodrigues
(2012), the texts under question seem to
propose that the best way to teach subjects
such as political science is by nurturing
among the relevant age group a sense of
enquiry and reasonableness, and a set of
concerns and commitments rather than by
doling out a set of truths, or mapping
processes, or enumerating facts and their
internal linkages. The latter, a formalistic/
scientistic model, makes the learner
distance himself/ herself from social
reality and remain affectively untouched
by it. It tends to foster a sense of naïve
objectivity, which even in the natural
sciences scholars have increasingly come
to discard. On the contrary, the textbooks
under question invite a student to engage
with social reality although he/she may
choose not to, or choose only a domain
or two as sufficient.

Novels

There are also instances of using novels
to teach international relations and foreign
policy. Nafisi (2003) writes in Reading
Lolita in Tehran, “A good novel shows
the complexity of individuals, and creates
enough space for all these characters to
have a voice; in this way, a novel is called
democratic—not that it advocates
democracy but that by nature it is so”
(132). This ability to see characters
enmeshed in social systems and their
multiple selves on full display can create
much more complex readings of politics
than strict rational-actor models (Fliter
2008). The other value of teaching novels
is that these works themselves are
embedded in political and economic
contexts. This might be clearer in science
fiction, where the social commentary is
often prominent or works based on
historical events.

Stephen Deets (2009) in his article
‘Wizarding in the Classroom: Teaching
Harry Potter and Politics, describes
teaching a course called Harry Potter and
Politics. Focusing on aspects of political
culture, the class tackled themes of
identity, institutional behaviour and
globalization.

Stephen opines that the basic problem
in teaching political culture and political
identity has been twofold. If the students
are studying their societies and examples
with which they are very familiar, they
bring to the analysis their own biases,
including which positions are right, which
issues are uninteresting, and which
narratives predominate. If they are
studying societies or issues with which
they are unfamiliar, trying to master the
details often overwhelms them, leaving
little time for them to analyze the situation
or apply political science theories with



any nuance. Hence, Stephen imagined a
society that students both know intimately
and yet have enough distance that they
could examine it dispassionately.
According to Stephen’s teaching Harry
Potter has several benefits. Students are
both familiar with the wizarding world
and yet have enough distance to examine
it dispassionately. The book is driven by
ethnic conflict, political power struggles,
and dysfunctional bureaucracies. Finally,
there is academic literature on the books.
Beyond Harry Potter, teaching politics
through popular culture is not only natural
for addressing political culture, but taps
into the ways undergraduates are
increasingly experiencing politics.

Several attempts have been made by
political scientists and scholars to use the
novel to teach international relations or
the concepts of international relations.
April Morgan (2006) in his article titled
‘The Poisonwood Bible: An Antidote for
What Ails International Relations’
examines the heuristic value of a work
of fiction in an international relations
classroom, in which students in an upper-
level political science course were asked
what stood out to them about international
political economy in the Barbara
Kingsolver novel, The Poisonwood Bible.
In this study, Student papers were
analyzed in a phenomenologically
informed hermeneutic study, for which
they received no extra credit. Collective
thematic analysis of responses identified
three meanings common to student
experiences of the book. These themes
included the relative power of
international political economy theories
to explain the Congo’s underdevelopment
during the period covered in the novel,
the salience of interpersonal skills in
international relations, and holism in

knowledge and politics. Underlying
theoretical implications and study results
are discussed in terms of the pedagogical
implications for the ongoing debate within
international relations as a discipline of
explaining versus understanding. Thus,
the scholars underscore the significance
of fictional works as a relatively better
mode of teaching international relations
to the students.

National Education Policy (NEP) 2020

The New National Education Policy
(NEP) 2020 included by the Ministry of
Education has introduced many changes
to reform the state of Higher Education
in India. The policy aims to transform
higher education in India from being a
piece of degree-granting machinery to a
platform that nurtures the creative talent
of an individual. The Education Ministry
envisions providing quality higher
education to all students in India. A part
of the changes introduced by the NEP
2020 is the move to introduce music, arts
and literature subject in all the colleges
in India. No matter which course a student
is pursuing, whether it be engineering or
management, they will be able to choose
subjects that are otherwise clubbed under
the banner of ‘arts’ as a part of their
course. Students will also be provided
with credits, for completing these courses,
which will be counted towards their
overall course completion goals. The shift
is intended to bring education in India up
to the standards and requirements of the
21st century. Thus, NEP acknowledges
the significance of liberal arts subjects
and provides enormous scope for using
them as a pedagogical tool to teach
political science. In the backdrop of NEP
2020 & taking into account the ground
reality of higher education in India, the
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following section enumerates the
challenges.

Challenges

The present section discusses the
challenges faced by India in utilizing
liberal arts such as movies, cartoons and
novels.

The first major hurdle for the
introduction of such pedagogical tools is
the competence of the teachers who are
supposed to possess basic skills. Many
scholars such as Rajeswari Deshpande
(2011) have cast aspersions on the manner
of appointment of teachers through
inconsistent UGC guidelines. The
teachers appointed through such
controversial norms could lack the skills
& capability to impart quality education.

The second biggest hurdle is the
linguistic capabilities of the students
themselves who are especially studying
in-state universities. Such a scenario in
some of the states in India poses a
challenge to the efficacious use of such
pedagogical tools.

The lack of basic infrastructure such
as uninterrupted power supply, high-speed
internet, overhead projector in India’s
public universities & colleges acts as a
constraint to employ such innovative
pedagogical methods.

The contested nature of social &
political reality in India poses a
formidable challenge to invoking liberal
arts as a pedagogical tool to teach political
science in India. The series of incidents
of vandalism, censorship and curtailment
of artistic and academic freedom India
has witnessed in the last two decades
points to the contested nature of
academics in India. In 2011 owing to the
pressure from right-wing groups, A. K.
Ramanujan’s text was removed from the

reading-list of the History syllabus for
the BA Degree at Delhi University.

The objection that undergirds the call
to ban a book or a text is generally
attributed to hurt religious sentiments;
however, there are claims to political
sentiments also being hurt. The Shiv Sena
in Mumbai objected to Rohinton Mistry’s
novel, Such a Long Journey because one
of the characters in the book was said to
resemble their leader, Bal Thackeray.
Hence, the book was taken off Mumbai
University’s literature syllabus. Another
book on the teaching of political science
as part of the Social Studies syllabus of
the National Council of Educational
Research and Training (NCERT) had
several cartoons illustrating, quite
humorously, certain points being made
in the text. Dalit organizations and
parliamentarians objected to some of the
cartoons in the NCERT book because it
showed B. R. Ambedkar riding a snail
and Nehru standing by with a raised whip,
which was meant to suggest that the
writing of the Constitution by Ambedkar
was going at snail’s pace. Instead, it was
viewed by Dalits as Nehru trying to whip
Ambedkar, even though it was repeatedly
pointed out that the whip was meant for
the snail and not for Ambedkar.
Succumbing to the pressure of Dalit
groups & the political opposition, the
Congress government ordered the
removal of all the cartoons without
contemplating the academic utility of
cartoons as a pedagogical tool. These
controversies highlight the limitations to
innovate new pedagogical methods such
as cartoons in teaching politics & social
sciences.

Conclusion

The New National Education Policy



(NEP) 2020 underscores the utility of
liberal arts and bestows liberty to the
scholars & educationists to innovate new
pedagogies to teach political science in
India. The recent decision of UGC to rope
in industry experts and professionals by
scrapping NET & PhD. & creation of
two special positions such as professor
of practice and associate professor of
practice to teach other subjects & political
science is a welcome move. This will
allow a diplomat to teach international
relations and a professional to teach
public policy. Thus, the new policy would
empower the teacher cum practitioner to
bring his expertise & he/she would be
more competent to use new pedagogies
to teach political science. It is an
opportunity for the political science
teachers & educationists to employ new
pedagogical tools to inculcate value
education to the students.
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Introduction

The question keep occurring in my mind
that whether the walking, talking and co-
living women folk we indulge with in
our daily life from our own family to our
office spaces to the wider society are real
ones or the represented ones? Whether
the women we interact with in our life
are real women or they are the gender
constructs of the society? These questions
comes to my mind as I have felt that most
of them are just shadow of themselves,
as if they are not leading their lives but
representing somebody else. They might
be co-living, co-existing and breathing
beside their male counterparts in a family,

office or society but they have nothing
leading life of their own. Sometimes, it
feels like they are programmed like any
robot or computer to perform certain tasks
in certain manner and are no living beings
like their male counterparts, as we see
that even their wishes are mostly not for
themselves but for their loved ones or
closed family members or others. From
where this ‘woman’ folk has arrived? The
answer is that this woman folk has been
created through a lot of efforts,
deliberation and designing which controls
not only their behaviour but also their
thinking and mind. This becomes more
real, specially, when we talk about the
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Abstract

It is obvious that representation of women in Ancient Indian Drama and Sanskrit
dramaturgy was not as powerful and iconic as men though woman have been integral
part of Indian drama and dramaturgy since its inception. The question is not about
assigning greater roles to women characters but the question is the mere representation
of the ‘women’. The ‘women’ of the most of the Sanskrit plays have been shown as
passive and at the receiving end while their ‘men’ counterparts have been shown active
and doers, barring few exceptions. And as Bharata in his first chapter of Natyasastra
written, Drama is mere representation of the real world. In that sense whether the kind of
representation given to ‘Woman’ in Sanskrit Drama/Ancient Indian Drama do signify
anything or suggest about the real well being of the ‘woman’ in society.
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older times or ancient India.
In the ancient times, which was a

predominant men’s world, woman
presence was as good as being absent.
They were always there but their presence
was hardly felt apart from the roles
assigned to them. This is how history has
been made and this is what we got
through different available literatures.
Though, literature has not been
considered as authentic source of history
but they do signify the reality of the world
in their own way. The representation of
‘woman’ in ancient texts specifically
Ancient Indian Drama or Sanskrit plays
have a lot to say not only about the plight
of ‘woman’ in society as subject but also
the construction of ‘woman’ as an object.
How these are inter-related or connected
and how these things started interpolating
with each-other, and what are its impact
or after-effects are the main concerns of
this paper.

Representation of Woman in An-

cient Indian Drama

It is obvious that representation of women
in Ancient Indian Drama or Sanskrit
dramaturgy was not as powerful and
iconic as men though woman have been
integral part of Indian drama and
dramaturgy since its inception. The
question is not about assigning greater
roles to women characters but the
question is the mere representation of
‘women’. The ‘women’ of the most of
the Sanskrit plays have been shown as
passive and at the receiving end while
their ‘men’ counterparts have been shown
active and doers, barring few exceptions.
This is what feminist scholar Laura
Maulvey observes, In a world ordered
by sexual imbalance, pleasure in looking
has been spilt between active/male and

passive/female, in her article ‘Visual
Pleasure and Narrative Cinema’ published
in Screen (16(3): 6-18). Here, the
portrayal of ‘women’ in many sense is as
good as ‘performing’ them as these
women are created through the lens of
men’s gaze and desire.

Most of the women characters of
Ancient Indian Plays or Sanskrit plays
(Though, I will be limiting myself to the
Sanskrit plays written till 12th century
AD) seem to be developed as desired by
men. The presentation of ‘women’ here
is limited to their physicality in many
senses. In many cases even in love stories,
which is a predominant theme of Sanskrit
drama, ‘women’ are portrayed as
‘beloved’ or ‘love interest’ rather than
projected them, too, as lovers. Love is
supposed to be the equalizer of men and
women but here, too, they are at the
receiving end. This is what I call
objectification of women subject. In a
way, the representation of ‘women’ in
Sanskrit plays looks similar to what the
feminist scholars Propp and De Lauretis
discuss as objectification of ‘women’,
utilizing the actantial model of Geimas,
which proposes a schema based on six
functions (Sender, Subject, Object,
Helper, Opponent, Receiver) in any
narrative, and which had a wider
application in dramatic and theatrical
contexts, as discussed by Elaine Aston
[1988: 39]:

To give an example of the actantial
model: in a traditional love narrative the
hero (Subject), under the influence of love
(Sender), seeks the heroine (Object), as a
result of his own desire (Receiver), and
is aided by friends (Helper/s), or opposed
by his adversaries, often the heroine’s
father/guardian (Opponent/s).1

This is exactly how ‘women’ have
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been objectified in most of the narratives
of Ancient Indian Drama/Sanskrit plays.
In the absence of women playwrights,
performers (?), producers, directors,
organizers and viewers this was very
much expected, as the women voice/
presence was either hidden or totally
absent. They are being represented as
mere victims of the choices the
protagonists made or their fates,whether
it’s plays likeAbhijnanasakuntal,
Malvikaagnimitram, Vikramourvasiyam,
Swapanvasavdatta, Ratnavali,
Priyadarsika, Uttarramcharitam or any
other play.

Examples of Women Characters in

Ancient Indian Drama

Let’s take examples of woman characters
from the play texts which are part of
Ancient Indian Drama or Sanskrit Drama.
I will try to establish what I have said
earlier in this article through the examples
of woman characters of the plays, which
are supposed to be the representation of
the actual woman folkof that time.
Through, these characters we will not
only get the hint towards what I was
talking about but also the proof of the
same. I will try here to establish my notion
through some of the important woman
characters of Ancient Indian Drama, as
taking each and every character and
talking about them would be not feasible.

Let’s take first the most prominent
woman character Sakuntala, as example,
portrayed in Ancient Indian Drama by
none other than Kalidasa, one of the
greatest poet and playwright of the period.
Sakuntala became the archetype of
woman figure through the play
Abhijnanasakuntal in ancient India. She
became the most sought after female
protagonist after that and many poets later

tried to re-create her look alike under
different names and figures in later
phases. Sakuntala  of the play
Abhijnanasakuntal is probably the ideal
woman figure and wish of every male of
Indian society. She is young (sweet
sixteen), charming, alluring, loving,
caring, and devoted. She is playful as a
lover and dutiful as wife to her husband.
Sheremains faithful towards her husband,
even if she had gone through a lot of
miseries from his own hands. What else
a male can demand from his beloved?
She possess all five qualities prescribed
by Chanakya Neeti to be an ideal woman.

According to Chanakya Neeti there
are five qualities prescribed by Chanakya,
which makes a woman best among the
lot. They are being compassionate and
polite (Daya aur Vinamrta), following
dharma (Dharm ka palan), habit of
hoarding (Sanchay karne ki pravriti),
sweet voice (Vani ki madhurata) and
being six times more courageous than
male (Purushon se chhah guna sahas). If
we analyse the character of Sakuntala in
the light of Chanakya Neeti, we will find
that she quite fit in the frame developed
by Chanakya in his Chanakya Neeti.

In the play once Dusyanta goes away
from Ashrama after making merry with
her, he didn’t even worry to get back to
her, neither has he remembered her when
she approaches him with colleagues from
Ashrama, as saint Kanya had sent her to
the King once he finds out that she has
done gandarva vivaha and she is now
pregnant. Though, in the narrative
Kalidasa had rescued him from his deeds
with the use of dramatic convention of
‘curse’ given by Durvasa rishi, but we
all know that in the actual narrative of
Mahabharata, nothing this sort happens.
And even if this was due to the curse



itself how Sakuntala could be knowing
and being considerate about the same.
With all humiliation she had felt, she had
to leave the palace with the baby in her
womb. She faced her agony without any
complain. Does she look like a real
woman? I think, absolutely not. She is
the creation of man’s desire and that’s
why she is the most desirable and sough
after character of Indian mythology and
society. This is what I call ‘construction’
of woman for consumption of the male
ego and desire.

The same came can be seen in the
character of Vasavadatta in the narrative
of Swapnavasavdatta written by one of
the oldest playwright of Ancient Indian
Drama named Bhasa. The narrative of
Ujjain’s princess Vasavadatta’s gandharva
vivaha with king Udayana, king of Kosal,
has been told in the earlier play titled
Pratigyayougandhrayanby Bhasa. In
Swapanvasavadatta Bhasa comes up with
the story of their falling apart as in the
very first act of the play it has been
established that Vasavadatta has become
victim of a great fire and thus Udayana
has lost her as his kingdom, which has
been snatched by his enemy. This has
been planted by Udayana able minister
Yougandhrayan, as he believes that in the
presence of Vasavadatta, he will not act
accordingly, as the time demands. And to
win back his kingdom he has to be in
action and marry the Padmavati, princess
of Magadh, to gather and take support of
army of Magadha to win back his state.
The play depicts the story of their Viyoga
(separation) and ultimately they come
together in the end when Udayana wins
back his kingdom with the support of
Magadha army. In this text also not only
the character of Vasavadatta but also of
Padmavati are being used by the

playwright as if they are here merely as
wish fulfilling creatures of Udayana, not
the real human beings, who have their
own desires and thinking. And this is true
for most of the other plays of Ancient
Indian Drama. This is also very much
evident through the concept of Nayika
Bheda developed by Bharata in
Natysastra.

The Concept of Nayika Bheda

If, we see, the categorization of women
characters portrayed in Sanskrit plays or
advised to portray in such light through
some dramaturgical texts and other
sources through the concept of Nayika-
Bheda, we will come to know that even
these categorization has been done
keeping men at centre of the discourse.
Be it the differentiation of Nayikas by
Bharata in his famous dramaturgical text
Natyashastra or by Agnipurana, women
here are differentiated according to their
relation with their men and their mental
or emotional state. They are eight in
numbers; Vasaksajja Nayika,
Virahotkanthita Nayika,
Svadhinabhartruka Nayika,
Kalahantarita Nayika, Khandita Nayika,
Vipralabdha Nayika, Proshitabhartruka
Nayika and Abhisarika Nayika, as defined
in sloka number 210-211 of chapter
twenty four of Natyasastra.2

Here, Vasaksajja Nayika is the one
who is ready or dressed up for the union,
Virahotkanthita Nayika is the one who is
distressed by separation,
Svadhinabhartruka Nayika is the one who
is having her husband in subjection,
Kalahantarita Nayika is the one who
separated by quarrel, Khandita Nayika is
the one who is enraged with her lover,
Vipralabdha Nayika is the one who is
deceived by her lover, Proshitabhartruka
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Nayika is the one who has a sojourning
husband and Abhisarika Nayika is the one
who is going to meet her lover. Thus, we
see that all this classification is based on
the ‘women’ relationship and emotional
state with their ‘men’. If, I argue on the
basis of the characters like Sakuntala,
Malavika, Urvashi, Padmavati,
Vasavadatta, Vasantsena, Tapti, Sita,
Draupadi, Hidimba, Dharni and other
main characters introduced in different
plays by various playwrights like Kalidas,
Bhas, Bhavbhuti& others, these characters
have either been woven around Nayika-
Bhedaor provided authenticity to those
categorization.

Woman as part of Theatre Repertory

Though, it is believed that women were
part of the performing troupes in ancient
times and they used to play women
characters represented in the Sanskrit
plays but there is hardly any fact available
regarding the same. Either the
aestheticians, philosophers and critics of
Indian dramaturgy are silent on the issue
or they haven’t found any practice. The
practitioners are supposed to be
degenerated and not suitable to live in
civil society, as suggested by Indian
politician cum philosopher Kautilya in his
text Arthsastra.

There shall be no grounds or
buildings intended for recreation [in the
new settlements]. Actors, dancers, singers,
musicians, professional story tellers, and
minstrels shall not obstruct the work [of
the people], because in villages whch
provide no shelter [to outsiders], the
people will be {fully} involved in the
work of fields. [Consequently] there will
be an increase in the upply of labour,
money, commodities, grains and liquid
products. {2.1.33-35}.3

The deliberate marginalization of
performer community, which is still
obvious in the present society, was very
much there in ancient times and this must
be the reason behind the silencing of
‘women’ performers in the history. As,
‘women’ performers must have faced two
layered marginalization, first as being
performer and second being a women.
Thus, we need to focus on the issue of
marginalization of women performers as
a whole and unearth the ‘hidden’ or
‘silenced’ voice of women and their
reasons in particular as suggested by
Elaine Aston in feminist method of theatre
studies:

The ‘new direction’ in theatre history
was exposing the history of male
domination of the stage and recovering
women’s performances which, like so
much of women’s culture, had been
‘hidden’ and silenced by a body of
conservative, male criticism.4

Woman as Performed Entity

There is hardly any doubt about it that
any art practice in general or performance
in particular has its roots in the immediate
setting of the society. The society
influence the art practices and
performances in various ways which is
not just limited to acquiring narratives
and forms from them. In the same way
art practices or performances also
influence the society in long terms. In
connection to that it is also interesting to
note that whether the ‘women’
represented as ‘object’ in Sanskrit
performances and dramatic texts had
played any role in ‘objectification’ of
‘women’ in society. This is the central
thrust of this research.

The theatre history and dramaturgy
of Ancient Indian Drama and study of it



shows that ‘woman’ has been constructed
as other than ‘man’ and it has been
represented in various Sanskrit play texts.
As feminist scholar De Lauretis mentions
that historically woman has been
represented as other than man and how
feminist scholarship is trying to identify
and analyze it:

Feminist scholarship in recent years
has been centrally concerned with the
theoretical discourses of representation
articulated through the texts of a number
of cultural fields: art, cinema, media,
advertising, theatre, etc. In consequence,
feminist analysis of representation has
identified the oppressive discourse of
engendered representation which
constructs and positions ‘woman’ as ‘the
other-from-man’.5

In the light of this new thinking when
we try to analyse the same various
questions arise about the woman folk and
its representation in Ancient India and
Ancient Indian Drama. Some of these are;

Whether the portrayal of women in
Sanskrit drama subjective or objective?
Whether the image of the ‘objectified’
women also reflected in ‘subjective’
women or just ‘subjective’ women got
‘objectified’ in the portrayal of the
characters? Did the ‘Performed Women’
became the prototype of society women
and sooner or later their characteristics
have been adopted by them?Does the
portrayal of women in plays and literature
of Sanskrit texts are mere representation
of women of the society or these
performed women have constituted the
women of the society in longer period.
Have performed women played any role
in developing the women kind in general
society?

And surprisingly answers to all these
questions are in affirmative. The

Performed entity of ‘woman’ later get
translated into real ‘woman’ as society
has set the expectation from them in the
similar fashion and because of the
resonance of the same was everywhere
and the society was predominantly run
by the dictums of the men, the woman
kid of the society had no option but to
follow the suit. And thus slowly the real
woman got transformed into the
performed entity, because the society had
different expectations from them and they
have no other option than accepting the
same as they were devoid of the property
rights and they can’t even have proper
education.

Conclusion

Thus, it can be argued safely that Ancient
Indian Drama and its dramaturgical texts
and their performances had played a vital
role in construction of the women of our
society. The role assigned to them and
expectations from the women characters
in a play was always to please the ‘man’
of the family or society. The portrayal of
women in plays and literatures of Ancient
Indian Drama and various Sanskrit texts
are not mere representation of women of
the society but these performed women
have framed and constituted the women
of the society in the longer period. Here,
the performed entity of women
overshadowed the women of the society
and sooner or later they got transformed
into performed entities.

1 Elaine, A. (1995) An Introduction to Feminism
and Theatre, Routledge: London and New York,
39.

2 https://www.wisdomlib.org/hinduism/book/the-
natyashastra/d/doc210156.html 21.02.2022

3 Kautilya The Arthasastra (1982) (edi.) N.
Rangarajan, Penguin Books: New Delhi, 180.

4 Elaine, A. (1995) An Introduction to Feminism
and Theatre, Routledge: London and New York,
3.
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v Lauretis, T. D. (1984) Alice Doesn’t: Feminism
Semiotics Cinema, Bloomington: Indiana
University Press, 5.
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Abstract

The “Sangita Sampradaya Pradarsini” is an important text on South Indian Musicology
and is the masterpiece work of Subbarama Dikshitar. This text originally in Telugu was
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These had gradually evolved through scientific experiments, which may be traced back
through the treatises’ references. The Lakshanagrandhas play a significant role in music
since they reflect the musical systems of various periods. The majority of these publications
deal with the science of music prevalent at that time.

The Sangita Sampradaya Pradarsini has a pride place among modern period works
given its both theoretical and practical features. The ‘Pradarsini’ of ‘Sangita Samprdaya’
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musicologist (Lakashanakara) (Vaggeyakara). He has composed various musical forms
such as Jatisvara, tana varna, Padavarna, chowkavarna, Daru, Kirtana, Ragamalika,
Chitta tana, and composed Sanchari for ragas specified in Sangita Sampradaya Pradarsini.

The Methodology followed for this research paperis as follows:
· Subbarama Dikshitar –Life sketch and career
· Sangita Sampradaya Pradarsini- a glimpse
· Janya ragas of Harikedaragaula
· Compositions of Subbarama Dikshitar in janya ragas of Harikedaragaula
· Tanavarna of Subbarama Dikshitar in Erukalakambhoji
· Dhatu Analysis
· Matu Analysis
· Discussion
· Conclusion
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Introduction

Being a multifaceted personality
Subbrama Dikshitar is regarded as one
among the great Musicians of South
Indian Music. It would be rather
impossible to find a comparable figure in
the musical history. The musicians and
musicologists are greatly indebted to him
especially for the grand work Sangita
Sampradaya Pradarsini through which the
entire treasure of golden age of Carnatic
music was brought to light.

He was the heir to a long and
illustrious tradition known as Dikshitar
Parampara. Even two centuries after his
death, he continues to fascinate and
instruct music students.

Subbarama Dikshitar – Life sketch1

Subbarama Dikshitar was born in
Tiruvarur, Tamilnadu, in 1803.
ShivaramaIyer and Annapurni,
Baluswamy Dikshitar ’s youngest
daughter, were his parents. He was given
the name Balasubrahmanya Sarma, and
affectionately called Subbarama. The
ruler of Ettayapuram, Jagadisvara Rama
Kumara Ettappa Maharaja, who was well-
versed in astrology, called upon renowned
astrologers to examine Subbarama’s
horoscope, and after seeing that it
predicted a bright future, the king urged
Balasvami Dikshitar to adopt him.
Baluswami Dikshitar, his maternal
grandfather, took him to Ettayapuram
when he was just five years old and
adopted him as his own son.

Subbarama Dikshitar received
rigorous music training from Baluswami
Dikshitar, especially on the vina, and
learned Telugu and Sanskrit with the help
of other tutors.

Career

In his seventeenth year (1858),
Subbarama Dikshitar became a composer
and at the age of nineteen he become
Asthana Vidvan (Court Musician),
succeeding Baluswami Dikshitar. He
began composing at the early age of
seventeen. Although he gave the Tana
varna in raga Darbar before the king,
some court scholars believed that it was
written by Baluswami Dikshitar. The king
tasked him with writing a Jati-svara in
the raga YamanKalyan and gave him the
following instructions2:

1. It should be in Adi tala
2. Svara passage after Anupallavi
3. Next svara passage should be in 3

tempos and to be sung in reverse
orderalso

4. End with muktayisvara
He had effortlessly completed the

composition and after hearing it he was
rewarded with a pair of shawls and ten
sovereigns.

Composer

Sri Subbarama Dikshitar rose to
prominence as a composer and performer
(Vaggeyakara) and he composed a variety
of musical forms and tuned certain pieces
written by others. In terms of composition,
he followed Muthuswami Dikshitar.
Sanskrit and Telugu are the languages
used.

The Valli-Bharatam, a Tamil
composition by Kadigai Namassivaya
Pulavar of the Ettayapuram Court, was
set to music by Subbarama Dikshitar.
And, he set another composition, Ma -
moha -lahiri in Khamas by the same Tamil
scholar to dance-music, similar to famous
Useni Svarajati. It is printed in the Sangita
Sampradaya Pradarshini. He also did a



Tamil translation of the Telugu
Mahabharata. He also composed the
music for some of Krishnasamayya’s
(another artist attached to the Court)
lyrics.

Works

1. Sangita Sampradaya Pradarshini
2. Pratahmabhyasa Pusthaka
3. Andhra Mahabharata
4. Vallibharatam
5. Sanskrta Andhra Dravida Kirtanalu

Sangita Sampradaya Pradarsini- a

glimpse

Subbarama Dikshitar worked on his work
Sangita Sampradaya Pradarsini for four
years, beginning in 1901 and finishing in
1904. This work was finished due to the
great effort taken by Chinnaswami
Mudaliyar, a lover of Carnatic music and
superintendent in the Madras Government
Secretariat. It was Chinnaswami
Mudaliyar, who requested the Raja of
Ettayapuram Samsthanam to bring to light
the treasure of Carnatic music with the
help of Subbarama Dikshitar. Subbarama
Dikshitar has left a wonderful legacy to
future generations. The original Telugu
text is divided into two volumes.

Content3

The Content of the work includes:
 Sangita Lakshana Prachina Paddhati

(Musicology of Ancient time)
a. Containsthe technical terms of

music (nada, sruti etc.), raga system
of ancient times i.e, born out of
Grama, Marga ragas and desi raga

b. Different classifications of ragas
such as Sudh, Salaga, Sankirna and
Uthama, madhyama, adhama

c. Classification of Talas
d. Lakshanas of Vaggeyakara

 Sangita Lakshana Sangraha
(Modern musicology)

a. Description of Venkatamakhi’s
Caturdandiprakasika

b. Categories of music (Vaidikagana,
Vyakhyaganalaukikagana and
Kevalalaukigagana)

c. The 22 srutis and their distribution
d. Swara classification such as vadi,

Samvadi etc.
e. Musical forms
 Vaggeyakaracharitram

77 biographies, from Sarangadeva
to Subbarama Dikshitar

 Gamaka Samjnaniyama Vidhana
Vivaranamu

The detailed narration of
Panchadasagamakas. The ‘11’ gamakas
have been exhibited with symbols through
vina.

The main framework contains the
detailed lakshana of 72 Raganga ragas
and their Janyas, lakshyagitas of
Venkatamakhi, tanas, musical forms of
various composers, prabandhas of
Venkatamakhi, Sancharis of Subbarama
Dikshitar etc. It also contains the original
compositions of Subbarama Dikshitar.
Gamaka signs are used to notate all
compositions. There are two annexures,
‘Anubandham’ A & B, which contain
ragamalikas and compositions by various
composers.

Study Area

This paper mainly concentrates on the
compositions of Subbarama Dikshitar in
the janya ragas of Harikedaragaula Mela.
Harikedaragaula is the 28thmela in the
72 Mela scheme of the older version
whereas Harikambhoji is the 28thmela in
the new system which follows the
sampurna character for a Melakarta. As
Subbarama Dikshitar is a conserver of
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the Venkitamakhi school,
Harikedaragaula adorns the 28 th place in
the scheme. Harikambhoji resembles
Khamaj Taat of Hindustani Music.

The total number of derivatives of
Harikedaragaula is 16. Out of which
seven are Upanga ragas (those take only
the svaras of parent raga) and nine are
Bhashanga ragas (those take foreign
svaras also). The list of Janyaragas :

Janya ragas of Harikedaragaula

Mela4

Table 1

S Upanga Bhashanga

No

1 Balahamsa Kambhoji
2 Mahuri Kannada
3 Devakriya Isamanohari
4 Andhali Surati
5 Chayatarangini Erukalakambhoji
6 Narayanagaula Athana
7 Natanarayani Natakuranji
8 Jujavanti
9 Kamas

Since Subbarama Dikshitar was not
only a musicologist but also a composer
and a vainika, one could see the diversity
in his compositions. He has composed
Varnam, Daru, Svarajati, Kriti etc.

Compositions of Subbarama Dikshitar in

janya ragas of Harikedaragaula are:

Table 2

S Composition Raga Tala

No

1 Tanavarna Balahamasa Ata tala
2 Daru Natanarayani Tisrajati

Eka tala
3 Cauka Varna Surati Adi tala

4 Kirtana Erukalakambhoji Adi tala
5 Tana Varna Erukalakambhoji Ata tala
6 Daru Erukalakambhoji Adi tala
7 Tanavarna Athana Ata tala
8 Tanavarna Athana Ata tala
9 Kirtana Natakuranji Rupaka tala

10 Padavarna Kamas Tisrajati
Eka tala

11 Svarajati Kamas Rupaka tala

From this list of compositions, the
scholar has selected the Tanavarnam in
Erukalakambhoji for analysis as an
example. Since varnam is a scholarly
composition that reveals the knowledge
and understanding of the composer in that
particular raga. For the study of
tanavarnam, it is mandatory to know
about the musical form.

Tanavarnam

‘Varnam’ in Carnatic music are the
compositions with great importance5.
They reflect the svarupa of the particular
raga and demonstrate the svarasancharas
i.e., the ranjakaprayogas and
viseshaprayogas. They include both in
Abhyasagana and Sabha gana. The
vocalists and instrumentalists learn and
practiceVarnas with great attention and
care.PracticingVarnam in different tempos
increases the capacity of the throat for a
vocalist, develops the finger skills for an
instrumentalist, and also improves and
strengthens the tala jnana.

The structure of a varnam

The varnam has two parts:-Purvangam
and Utharangam

Purvangam comprises the Pallavi,
Anupallavi,and Muktayisvaram. In this
Pallavi and Anupallavi are with the lyrics
(Sahitya)

Utharangam consists of Charanam



and charanasvaras or Chittasvaras.
Charnam has the Sahitya part.

Rendering of Varnam:-The
composition starts with the Pallavi
followed by Anupallavi and
Muktayisvaram. The Purvanga concludes
with repeating Pallavi.

The Utharnga commences with
Charanam. The Charanasvaras will be in
a progressing manner in its length and
structure. After each charanasvara the
charanam repeats.

Different kinds of Varnas are:
 Tanavarnam

 Padavarnam

Tanavarnam

The Tana varna is distinguished by the
vast dispersion of Sahitya syllables*. It is
sung at the commencement of a concert.
It gives a warm exercise for the performer.
As the svara patterns are in the style of
‘tana’, it is called Tana varnam.

Padavarnam

Apart from the Pallavi, Anupallavi, and
Charanam, all the sections of the
Padavarnam have Sahitya or the lyrics. It
is a dance form and is in vilambitalaya
(Sloe speed). Ragamalikavarnams are also
there.

Tala

The varnams are composed in talas like
Adi, Rupaka, Ata, etc.Rupaka tala in slow
tempo can be seen mostly for
Padavarnams.

Composers

Some of the prominent composers of
Tanavarnams are Pachchimiriyam
Adiyappayya, Sonti

Venkatsubbayya, Syama Sastri, Swati
Tirunal, Patnam Subrahmanya Iyer,

Ramanadapuram
Srinivasa Iyengar and Mysore

Vasudevachar.

Tanavarnam of Subbarama

Dikshitar:

Unlike the normal pattern of Tana
varnam, Subbarama Dikshitar’s
Tanavarnam comprises the Sahitya (lyrics)
for the entire varnam. Almost all the
Varnams of Subbarama Dikshitar that are
given in Sangita Sampradaya Pradarshini
are in this structure. His varnams are the
good narrative of a raga through
comprehensive svarasancharas.

The Varnam taken for study is in raga
Erukalakambhoji, Ata tala. For the
understanding of the structure of raga,
the Lakshana (Description) given in
Sangita Sampradaya Pradarshini has been
taken. In Sangita Sampradaya Pradarshini,
Subbarama Dikshitar described the raga
with the sloka of Venkitamakhin.

The raga lakshana of
Erukalakambhoji (as per SSP):

Erukalakambhoji6

Slokam-Venkatamakhi
aroheganivarjyassyatsagrahassarvakalikah |
syaddrukalakambhojiragasyoktammahatmabhih||
Arohana : S R2 M P D2m&ND2 P D2 S
Avarohana : S m&ND2 P M G3R2 S

It is a Bhashanga raga. Shadja is
grahasvra. Gandhara and nidhada are
varjya in the arohana. The jivasvaras are
madhyama, dhaivata, gandhara and
nishada. It is a sarvakalika raga.

Some phrases given by Subbarama
Dikshitarare:
S r M m ; g m p M ; g m p d ; m p d ; p
m G ; s r p M G ; r/ m g \ R ;g r g S ; P d
S

There are three compositions of
Subbarama Dikshitar in this raga.
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 Kirthana (parthasarathini) in Adi
tala,

 Tana varanam in Ata tala
(srirajeevaksha) at the request of the
zamindar of Sivagiri, Raja varaguna
Rama Sangili Veerappa Pandiyan
Avargal, and

 Daru (srikarudaniki) in Adi tala.
The Structure of Tanavarnam in

Erukalakambhoji
 Pallavi in one avarta
 Anupallavi in one avarta
 Muktayisvarasahityam in two avata
 Charanam in one avarta
 Charanasvaram with sahityam

(6nos.)

Dhatu Analysis

Dhatu means the svara part of the
composition. Subbarama Dikshitar
portrayed all the patterns of svaras which
give the essence of the raga.

Jantasvara sancharasare used in the
pallavi itself and he is a master in using
Jantasvaras.

Some Jantasvara phrases are : P m m
p p d d n n d d p m - Pò

  

 

 

 

 

 

 

 S p p d d s d
r r m m g g r – d d p p m g -  p p d
d  m m p p d d

It is interesting to note some svara
phrases in triplets. Ex: s s r rrpò pò pò 

 

 
Dhaattusvara phrases are

extensively seen in this Varnam.
Ex: S p – s r p m - P m g – m d p p

  

 

 

m g – r 

 

 pò 

  

 

 

 - s m p d - p d – g r g s R
Pò

  

 

 

 - g r d p m g r
Visesha Sancharas noted are: s pò

  

 

 

 s d D n n D – d p – r r m mmm g r – G
G r m g – s r m G m – s #n S r

The third Charanasvara filled with
combinations of svara patterns ending in
Dhaivata: D p m g r r s R m p –D p m g r
s G - pò pò 

  

 

 

 s pò  - s d D n d D – np D

Matu Analysis

Matu is the lyrical part of the
composition. The varnam is in praise of
LordSubrahmanya.The Sahitya is filled
with many embellishments which adds
to the beauty of the composition. Some
examples are given here:

Prasa

Prasa is the rhyming letters in the lines
or within the line of sahitya.

Pallavi: Srirajivaksha
Srivallilola
Anupallavi: Srirajillu
SriKarthikeya
M u k t a y i s v a r a s a h i t y a m :

sukumaramgavititamara hara
kumarakumaranata

san atkumara(within the same line)

Svarakshara

It is a Dhatu Matualankara. The svara
and sahiya syllables come identical or
like-sounding. It may be Suddha, Suchita,
or Misra Svarakshara. In this varnam, the
Muktayisvarasahityam is so brilliantly
crafted with Svaraksharam which gives
an exciting emotion filled with pleasure.
Some examples are:

Table 2

1. Suddha [P] m g [P] [d]
[Pa] ta la [pa] [da]
(Muktayisvarasahityam)

2. Suddha [M] p n d- [M] p p [M] p
[Ma] ra ha ra [ma] raku [ma]
ra

3. Misra g r S
 garssa

4. Suchita  [s] [r] m p[su] [ra]

Gamakas used

Gamakas are the backbone of our music
which gives different colours to the ragas.
The use of Gamakas with their symbols



in notation is the specialty of Sangita
Sampradaya Pradarshini and it is very
helpful for the musicians and researchers
to understand in a better way the manner
of rendering the songs and also to realise
the compositions in their original form.
For a raga like Erukalakambhoji which
is a slow tempered raga,Gamakas like
Kampita, Andolita (Jaru), Vali, Tirupa,
Spuritaetc. are used more.

Some of the Gamaka patterns used in this
Varnamare :
Kampita – It is the shaking of the svara

without the shade of other
svaras.
Ex:-s r M p m g ; M P m m
(Pallavi).

Jaru - Jaru means gliding of a
svara.The in-between svaras
will be in shade. It can be
used in ascending or
descending.
Ex:-g r / p m r ; P / n d ; S \
pò pò 

 

 
Vali - From a svarastana produces

the higher svaras by circular
deflection is Vali. This is a
pure Veenagamaka.

Tirupa- One time hitting of the
svara. It is also known as
‘Nokku’. It is aptly used in
the places where the thrust
is needed.
Ex:-p m p ; r g s r ; m g m
p ; g m p M

Spurita - It is the stress given to the
second note in a jantasvara
combination in Arohana.
The shade of the lower note
below the stressed svara
comes as anusvara.
Ex:- m m p p d d; s s r r\
pò pò

  

 

 

 

  

 

Results and Discussion

When analysing the whole composition,
thescholar came to know the legacy ofthe
Composer who is a descendant of the
great Dikshitar family. The application of
the raga is at its maximum level and the
Sahityapadas (words) are aptly given. The
raga and sahitya are so closely connected
which have taken the composition to the
next level.

By analysing the varnam, the
following points are noted:
 The structure of the Varnam is

different from a normal Tanavarnam
 Maximum possible combinations of

svaras are represented
 Extensive use of Jantasvara phrases
 The Anyasvara (foreign note) used

in a different way i.e , as - s #n S -is
a rare usage. Generally, the foreign
note uses only in the phrase – s #n p
d s

 Instead of the elongated svaras
(Dirghasvara) that typically comes
in the first Charanasvara of Varna,
SubbaramaDikshitarhas given
Hraswasvaras (svaras without
elongation) which adds the
crispiness of the song.

· The third charanasvara is very
attractive in its svaraprastara and
that highlights the beauty of the
song.

· The fourth Charanasvara is in the
Sarvalaghu pattern which is very
challenging for a raga like
Erukalakambhoji.

· Since this raga is a Gamakapradhana
raga in a comparatively slow tempo,
the appropriate usage of Gamakas
enhances the charm ofthe raga.

Conclusion

Subbarama Dikshitar was an eminent
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composer. It is evident from his
compositions. His compositions are
mostly in Suddhamadhyama ragas like
Sankarabharana, Bhairavi,
Anandabhairavi, Sriranjani, Suruti, etc.
The Pratimadhyama raga compositions
are less in number.

Erukalakambhoji, a Bhashangajanya
ragais well exposed in this Varnam by
Subbarama Dikshitar. He was a musical
genius and an ‘Utthama Vaggeyakara’.
The cream of the raga came out in a very
excessive way which shows the talent of
the composer in the understanding of the
raga in the deepest manner. The beauty
of the raga and its usage by the great
composer cannot be condensed through
a single article.
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Introduction:

Ramayana and Mahabharatha are the two
ancient epics in India. Among those two
Ramayana is very ancient one and also
the largest. The hero of the epic is Rama,
who is considering as an incarnation of
lord Vishnu. Sage Valmiki is the author
of epic Ramayana. He carried out all the

nine rasa throughout the epic in a
beautiful way.

Saint Tyagaraja is a legendry Carnatic
Music composer and one among the
Musical trinities. He was a dedicated
devotee of lord Rama. The majority of
his compositions are on lord Rama and
Ramayana. Like Valmiki he also handled
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Abstract

Rasa is the source to expose the feelings or emotions. Music acts as a tool to convey or
express the essence of the feeling. Our ancestors proved that Ragas are the embodiment
of Rasas. They have also used specific ragas to expose their feeling through their
compositions. For instance they used the raga Atana for Veera, Mukhari for Shoka,
Kadanakuthukalam for happiness etc.  The rasa are nine in number.

Navarasa (Nava+Rasa) – Nava means nine; Rasa means a flavour, an essence,
mood or the emotion that evokes normally in human being. The Natyashastra, ancient
Sanskrit treaties by Bharata Muni is the famous text on Navarasa. He mentioned only
about the eight rasas such as shringara, Hasya, Karuna, Raudra, Veera, Bhibhatsa,
Bhayanaka and Adbhuta. The ninth rasa Shanta was later derived from the work of
Abhinavagupta.

Among the above nine rasas, Adbhuta rasa means the emotion of wonder or surprise.
The emotion of adbhuta occurs when one see the supernatural magical things which one
could never seen or imagine about it. The emotion of adbhuta can be express by thrilling,
wondering, shedding tears, etc.,

Apart from music, navarasa plays major role in dance, dramas, literature and
especially in epics.
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Navarasa in his compositions in an
attractive manner.

Study area:

The study is focused on the Adbhuta rasa
through the song ‘Sri Rama Jaya Rama’
in the raga ‘Yadukula Kamboji’ of Saint
Tyagaraja. Tyagaraja wondered how
Rama rescues Ahalya from the curse. The
raga utilized for this kriti is Yadukula
Kamboji which elevates the Adbhuta rasa
with the correlation of the lyrics. So this
article picture the Adbhuta rasa, Ahalya
saba vimochana, beauty of the raga
Yadukula kamboji and the relevant verses
from Ramayana.

Methods/Methodology

This article is going to discuss briefly
about the essence of Adbhuta rasa in
Tyagaraja’s composition with special
refence to Valmiki Ramayana in the
following Methods
 Biography of Tyagaraja
 Ramayana a glimpse
 Navarasa
 Ahalya- The women liberated by

lord Rama
 Tyagaraja’s composition – Sri Rama

Jaya Rama
 Yadukula Kamboji Raga lakshana
 Result and discussion
 Relevent reference from Valmiki

Ramayana

Biography of Tyagaraja:

Tyagaraja was born in the cultural head
quarters of Kaveri delta Tiruvarur on 4th

May 1767 (27 th Sarvajith, Chaitra,
Monday, Sukula Saptami, Pushya)
according to one tradition; and in 1759
according to the others. His father
Ramabrahmam was the Ramayana Kadha
kalekshapam performer. His mother

Sitamma was the daughter of asthana
vidhwan of Tanjore court. Since Tyagaraja
was basically from Musical family made
him to carry out his interest to learn music
and further developed as a legendry
Musician.

Tyagaraja was a dedicated devotee
of lord Rama. According to him, Music
is the NADOPASANA. He dedicated his
entire life in practicing Nadopasana. He
set a target to attain salvation through
Rama bhakthi and Music. Tyagaraja
chanted over 96 crores time of Rama
Sadakshari mantra over 21 years (1,
25,000 times per day, which is not a
simple thing).

Tyagaraja was very fortunate to have
the dharshan of lord Rama in four
occasions. Twice in dreams and twice in
physical form. When he saw the lord in
physical form he had composed the song
‘Ela ni daya radu’ in Atana raga and
‘Bhavanuta’ in Mohana raga. The other
two compositions ‘Kanugontini’ in
Bilahari raga and ‘Giripainela’ in
Sahana raga was composed when he saw
Rama in his dreams. Through his
compositions one could come to know
the Bhakthi he had on lord Rama as well
as the knowledge he had in Valmiki
Ramayana. He was very well aware of
each nook and corner of Valmiki
Ramayana.

Ramayana a glimpse

Epics are Ithihasa which is a religious
story, which was happened and written
during the lifetime of the narrator. Among
the epics Ramayana is very ancient one
with 24,000 verses. It was written in
Sanskrit by the sage Valmiki. It has seven
kandas namely Bala kanda, Ayodhya
Kanda, Aranya kanda, Kishkinda kanda,
Sundara kanda, Yuddha kanda and Uttara



kanda. This epic has the story of Rama
and Sita who is considered as the
incarnation of lord Vishnu and goddess
Lakshmi.

Dasharatha belongs to Ikshavaku
dynasty (Suryavamsam or Raghuvamsam)
was the king of Ayodhya. He had three
wives namely Kaushalya, Kaikeyi and
Sumitra. Rama (the hero of Ramayana)
Bharatha, Lakshmana Shatrughna and
Shanta are the children they had. Rama
the beautiful prince of Ayodhya married
to beautiful princes Sita who was the
avathar of Sri Lakshmi. After twelve years
of their marriage life, the king Dasaratha
wished Rama to take the charge as King.
But Rama’s step mother Kaikeyi, through
her plotting exiled Rama to the forest for
fourteen years. Rama’s wife Sita and his
brother Lakshmana decided to go along
with Rama.

Before their period in forest gets over,
Sita was abducted by the demon King
Ravana. While searching Sita, Rama and
Lakshmana had friendship of Hanuman
(great devote of Rama), Shukrivar (the
king of Monkeys and bears).
Jambavan(the head of bears), Angathan
(son of Vali). Shukrivar sent the monkeys
and bears to search Sita. First Hanuman
visited Lanka and found Sita. After that
he came back to Rama to convey that
Sita is in Lanka. Rama gathered the army
of Monkeys and Bears to rescues his wife.
Finally Ravana, the demon king was
killed by Rama and rescued his wife. To
prove the chastity, Sita entered into fire
but she was vindicated by the Gods and
restored to her Husband. After the
couple’s triumphant, they return to
Ayodhya. They had twin sons known as
Kusa and Lava and the story continues.
Rama’s righteous rule is a golden age for
all the mankind.

Ramayana teaches how one should
follow the path of morality and justice
even during the hard time. Valmiki’s
verses in Ramayana have the attractive
flavor of navarasas.

Navarasa

Each rasa expose its own feeling. Below
table have the picture of Navarasa and
the emotion evokes by the rasas.

S. Name of the Rasa Emotion that

No Rasa evokes

1. Sringara Love
2. Hasya Laugh
3. Raudra Anger
4. Karuna Mercy
5. Bibhatsa Disgust
6. Bhayanaka Horror
7. Veera Heroic
8. Adbhutha Wonder
9. Shantha Peace

These navarasas plays a major role
in music as well as dance. In dance one
can bring out the emotion through the
expressions. In music, the essence of that
particular rasa can be conveying through
the ragas. Each raga has its own taste to
feel it. So the composers were very
conscious to choose raga for their
compositions.

Tyagaraja gave importance to rasa.
His compositions are the important source
of knowledge.

‘Navarasayuta Kritiche bhajiyinche
yukti’  1

Means Music itself can establish
rasas. Above mentioned line is from
Tyagaraja’s Kriti Sogasuga Mridanga
talamu which was set in Sriranjani raga.
This is the best quote to show how much
the saint has given importance to rasas.
Below are few examples that be evidence
for how he portrayed the rasa through

Essence of Adbhuta Rasa in Tyagaraja’s composition with special...



raga in his compositions.
S. Composition Raga Tala Rasa

No portrayed in it

1. Teratiyyaga Gaulipant Adi Karuna
rada Rasa

2. Enta bhagyamo Saranga Adi Adbhuta
Rasa

3. Santamu leka Sama Adi Santa
Rasa

4. Chani toditeve Harikamboji Adi Sringara
Rasa

5. Chinthisthun- Mukhari Roopakam Karuna
nade Sangita Adi Rasa
sastra gnanamu Adi (Soka
Karubaru Adi rasa)

Apart from the nine rasas, Tyagaraja
speaks of Bhakthi rasa. He holds bhakthi
rasa like the Sun, whereas other rasa like
the other planets revolves around it. The
story of Ahalya from Ramayana is
depicted in one of this song. The study
of the raga rasa handled by Tyagaraja in
that composition is carried out further.

Story of Ahalya – The women

liberated by lord Rama:

Ahalya the most beautiful women created
by Lord Brahma. She was married to the
sage Gautama Maharishi. Once Indra
disguised like Gauthama Maharishi and
seduced Ahalya. At that time Gautama
maharishi came home and cursed both of
them. He cursed Ahalya will be fogged
and to be clouded by the dry leaves and
dust. She cannot feel the sunlight or even
the moon and also no one know the
presence of Ahalya. She explained the
trickery played by Indra. Finally Gautama
Maharishi said she will be liberated from
the curse once Rama Manifested.

Tyagaraja’s composition Sri Rama

Jaya Rama:

Song: Yadukula Kmaboji

Tala: Kandachapu

Pallavi

Sri Rama Jaya Rama Sringara Ramayani
Cintimpa Raade oh  Manasa (Sri)

Charanas

1. Taluku Chekkula muddu
betta Kausalya munu
Tapamemi jeseno Kausalya
tapamemi jeseno teliya (Sri)

2. Dasarathudu Sri Rama
Raaraayani biluva munu
Tapamemi jeseno
Dasarathudu Tapamemi
jeseno teliya (Sri)

3. Tanivaara paricarya seya
saumitra munu Tapamemi
jeseno
Saumitra Tapamemi jeseno
teliya (Sri)

4. Tana venta Jana yupponga
Kausikudu Tapamemi jeseno
Kausikudu Tapamemi jeseno
teliya (Sri)

5. Taapambanagi
Roopavatiyauta Kahalya
Tapamemi jeseno
Ahalya Tapamemi jeseno
teliya (Sri)

6. Dharmaatma karanambu
soka siva Caapambu
Tapamemi jeseno
Caapambu Tapamemi
jeseno teliya (Sri)

7. Tana tanayanosagi kanulara
gana Janakundu Tapamemi
jeseno
Janakundu Tapamemi
jeseno teliya (Sri)



8. Daharambu karuga karamunu
batta Janaki Tapamemi jeseno
Janaki Tapamemi jeseno
teliya (Sri)

9. Tyagarajaptayani bogada
narada Mauni Tapamemi jeseno
Aamauni Tapamemi jeseno
teliya (Sri)

Meaning of the song:

The composer starts this song by praising
Rama as a gorgeous Rama. In pallavi he
tells himself ‘Oh Mind think of that
beautiful Rama (Sringara Rama)’ He calls
Rama with different names such as Sri
Rama, Jaya Rama, Janaki Rama etc.
 In first charana he wonders that how

much his mother Kausalya is
fortunate to be her mother and also
to kiss him, He does not know.

 He wonders how much lucky that his
father Dasaratha to call him often as
‘Rama’ He does not know.

 He did not know what penance did
Lakshmana did to serve his brother
Rama

 He did not know what penance did
Visvamitra did before to have Rama
under his tutelage

 He wonders about the unimaginable
thing happened that Ahalya who was
cursed by her husband and liberated
from that curse when Rama entered
the hermitage. He wonder that he
don’t know what penance Ahalya
did before.

 He did not know what penance did
the bow of lord Shiva did, to be
touched by Rama.

 How much the king Janaka is
fortunate to marry his daughter to
Rama.

 Sita is fortunate to hold Rama’s hand
and walk beside him as his wife. He
doesn’t know what penance she did

previous.
 He does not know what penance

Narada did. He had the distinctive
privilege to address Rama as the
friend of Tyagaraja.

Thus the whole song is wondering
about the persons connected with Rama
in Ramayana. Particularly the incident
happened with Ahalya is unimaginable
supernatural thing. Transforming stone to
beautiful women, imagining such things
brings Goosebumps and make us to feel
wonder.

Yadukula Kamboji Ragalakshana

Yadukula Kamboji is a Janya raga in
Carnatic Music derived from the 28 th

mela Harikamboji. It is an audava
sampurna raga. The swaras enclose in
arohana are Shadjam, Chathushruti
Rishabam, Suddha Madhyamam,
Panchamam, Chathushruti Dhaivatam.
Whereas the swaras in avaroha are
Shadjam, Kaishiki Nishadam,
Chathushruti Dhaivatam, Panchamam,
Suddha Madhyamam, Antara Gandaram,
Chathushruti Rishabam and Shadjam.

Yadukula Kamboji is a famous raga
handled by many composers such as
Shyama sastri, Dikshitar, Papanasam
sivan, Tirugnanasambandar, GNB, etc.,
It is a famous raga, can be sing as a main
piece in the concerts. This raga evokes
the essence of Adbhuta rasa. So that
Tyagaraja had chosen this raga to express
his wonder feeling which apt for this
song.

Results and Discussion

Music is an aesthetic art it gives leisure
not only to human being but also to the
animals such as cow, serpent and so on.
Scientist proved that playing Music can
yield more than a normal farming.

Essence of Adbhuta Rasa in Tyagaraja’s composition with special...



Composers utilized ragas to expose
their knowledge in multi fascinated way
i.e., to reveal the history, the language
proficiency, astrological knowledge, the
thatparya of various deities and the
importance of the sthala moorthis and so
forth.

Yadukula Kamboji is utilized by so
many composers to express the above
mentioned views. If one come acrossthese
compositions, theywill certainly obtain
knowledge in the various feels of the
world.

Tyagaraja is the first foremost
spontaneous composer and his
compositions are taking majority of the
places in the stage performances as well
as in all the functions and even prayers
too.

It is really a wonderful and fortunate
received by Tyagaraja since his mother
used to tell Ramacharitham from his
childhood onwards. His father was a
kadhakalekshaba performing artist, fed
him the spontaneous flow of thought
provoking speech, raga knowledge.

Even it can be said that Tyagaraja
poured all his knowledge in this Yadukula
Kamboji ‘Sri Rama Jaya Rama’ itself.

Yadukula Kamboji is a Rakthi Raga3

which means a pleasing raga utilised to
rescue Ahalya who was suffered or
invisible for a long period naturally it is
a great relief to Ahalya

DS S, ,,S,

Ahalya

In the above phrase, ‘Dha’ swara touches
or started below the adhara shadja and
remaining all the swara are the adhara
shadjas only. Here it shows that Tyagaraja
is the source of knowledge, who express
by touching adhara shadja, which relates
to mooladhara shakthi.

In the history of music, even some
Ragas omit tharasthayi shadja i.e., higher
octave of adhara shadja(Madhyasthayi
shadja) But there is not even a single
raga without the adhara shadja, so
adharam means essential, basic or
moolam (root cause)

Mooladhara or the root chakra is one
of the seven primary chakras are to Hindu
tantrism4. Mooladhara shajthi attributes
vitality, vigour and growth. Tyagaraja
consciously utilized this adhara shadja to
indicate that Ahalya got saba vimochana.

Likewise, the end of the word
resonate from adhara shadja and the
swaras touched and developed from
shadja till Ghanthara and then reaches to
tharasthayi and again finish by the note
Adhara shadja itself.
S,R,,G RSS,S, %SRG, GS R, ,,%SR/MPDS

Ta pa    me   mi   je       se   no     teli  ya

While doing Tapa (meditation) the
shakthi starts from the bottom i.e.,
mooladhara. Then it should gradually
touches the agnya chakra and finally it
will come to the mooladhara place itself.

What an enthralled knowledge of
Tyagaraja! The complete thantrika is
captivated by shedding the essence of
Yadukula Kamboji raga swaroopa. The
sentence utilized by Tyagaraja once again
here, it can be expressed to emphasis the
depth of the wordings. Here come the
lyrics again

‘Tapa memi jesino Ahalya

Tapamemi jeseno’

Music is beyond the language. Anybody
can easily understand the meaning of the
word that what a Tapa (penance) you have
done Ahalya to touch the feet of Rama.
The ragaprayogas as well as the lyrics
are correlated and competitive with each
other. While listening or reading the lyrics



or tune, it can be visualized the adbhuta
rasa by everyone.

 In Music there are plenty of
evidences are there to showcase the
wonders are happened. For example once
Dikshitar sang a song in the raga Amirtha
Varshini with lyrics ‘Varshaye’,
immediately it starts to rain nonstop.  In
another song Tyagaraja sang
Naajeevadhara song in Bilahari raga. The
person who died was brought back to his
life through this Naajeevadhara song by
Tyagaraja. So Music has the power to
make wonders through ragas.

Relevent reference from Valmiki

Ramayana:

Transliteration:

Darsha cha mahabhagam tapasa dyotit
prabham
Lokai api samaganya durnirikshyam sur
asurai

Prayaat nirtam dhatra divyam maymayim
ev
Dhumen Abhiprit Angim Deeptaam Agni
Sikham ev

Sa Tushar Aavrutam Sa Abram Purna
Chandra Prabham ev

Madhe ambhaso duradharsham deeptam
surya prabham ev

Above verses are taken from 49 th Sarga
of Balakanda in Ramayana

Ahalya was turned as a dust form
and clouded by dry leaves and dust. She
is not visible to anyone and she was also
not able to feel anything. She was there
for so many years like a Tapasvi. She
was not able to do anything almost like a
stone. She was surviving only with the
support of air. Rama entered the
hermitage followed by his guru
Vishwamitra. There he saw the glorious
form of Ahalya. She is fortunate to have
such a glorious thing to happen in her
life. She was not visible to anyone but
what penance she would have done;
Rama was able to see the Tapasvi form
Ahalya and rescued her from the curse.

Conclusion

Tyagaraja, in his composition ‘Sri Rama
Jaya Rama’ beautifully carried out the
essence of Adbhuta rasa through the raga
Yadukula Kamboji. In each nook and
corner of the song he handled the rage
with care to bring out his wonder feeling.
Not only in Musical aspect also lyrically.

Here only one example has been
given to emphasize the essence of Valmiki
Ramayana implemented in the
composition of Tyagaraja with the
elevating support of the raga Yadukula
Kamboji.
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