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Beauty, Beauty  "Any of those
attributes of form, sound, colour, execution,
character, behavior etc. which give pleasure
and gratification to the sense or to the mind,
a person or thing possessing this"

aesthetics

Aesthetics "The Science
of the Beauty in art and nature" 
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'Tasawwuf said Juuaya, is
this that God should make the die from
theyself and should make the live in him.'1





'In Sufism all duality is melted into
Unity in the fires of Introspection. Beauty
leads to love and love to bliss. The sufis
search for Absolute Beauty, Absolute love
and Absolute Bliss.'2
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Main Paper

Music is a moral
law, it gives a soul to the universes wings to
the mind, fight to the imagination charm to
sadness gaity and life to everything.
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 Flok Song
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 "The primitive spontaneous music has
been called folk music"12 - Perey.
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"The khyal of today, though based on
Dhrupad, was a revolt against the Dhrupad
itself which was becoming too rigid,
mechanical and losing its aesthetic appeal."

"Just as our classical song
Dhrupad was transferred into "Kheyal" on
entrance into the mugal court.As in Khayal,
no change occurred to the sargam (musical
notes) of our classical song." 





"Treaties on the music of Hindustan" 
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Metronome

(Metronom)

performance practices became
increasingly influenced by clockwork
machines  and Johann Maelzel’s
metronome most conspicuously-over the
course of the modern age. Depicting how
‘musical time’ constitutes an ever-
changing belief system in what ‘time’
means, this study charts the ascendance
of a new musical-temporal ontology
brought about by Western performance-
culture's increasing reliance on
metronomes. 

1- Simple Time
2. Compound Time.

Duple, Triple
Quardruple

Practice 

'Practice Makes a Person Perfect'



Bonus, Alexander Even, The Metronomic
Performance Practice: A History of Rhythm
Metronomes, and The Mechanization of
Musicality.
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Sound is the effect on the ear of a wave
like motion of an elastic medium cased
by vibration. The vibrations impringe on
the ear of human being or animal and set
up a nervous disturbance which we call
sound.2



Repiratory System

Larynx

Reed
Vocal Cord



It should not be forgotten
that music or musical culture is a true and
surest means to purify the mind and
hearts. The sweet tunes of the tones of
music bring concentration and meditation
in ones life easily.

Musical Medical
Institute Prajnanada Swami, Music of Nations,

p. 215
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"Calcutta
particularly the poet's ancestral's place at
jorasanko was the venue of the culture of
classical music- Many leading and
reputed Muslim and Hindu Musicians
came at that time from Delhi and other
places of North India and settled in
Vishnupur, Hoogly and Calcutta etc"3









Prajnananan Swami, A Historical Study
of Indian Music, p.382.
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ABSTRACT

All the medium of mass communication has its own importance but a newspaper has its
special signification. Due to reliability and objectivity people trust it more than other
mediums. Although newspapers have always focused on in-depth reporting and background
information, the emphasis of newspapers is now on news analysis as well. Resultant
people wait for the newspaper next day to read the same news which they have already
seen on other medium also.

Well – designed newspaper not only pleases the eyes and attract the reader but also
guide the reader to read the newspaper in better way. The design has also helped
newspapers to survive in this era of tough competition with audio-visual medium. Use of
design elements makes a newspaper more attractive and meaningful. It helps the readers
to understand the complex matter and they can be tied up with the newspaper for a
longer time with the use of good design. Effect of the design is now so penetrating that
use of design can’t be ignored in the publication of a newspaper.

In the present paper, the role of design and graphics to enhance the interest of
readers in the newspapers (print and online editions) has been analysed. The survey
method has been used for this research. The survey has shown that colour page or visual
attract the reader more. It was also revealed in the survey that main points of news in
blurbs and bullet points help the reader. Most of the respondents in the survey were in
agreement with this that the use of graphics, illustrations and animation changed the
look of newspapers and a better designed newspaper can attract the reader more.

Key Words: Newspaper, Design, Visual, Colour, Graphics.

Research Scholar, Bhaskar Institute of Mass Communication and Journalism, Bundelkhand University,
Jhansi-284128 (UP)
*Assistant Professor, Bhaskar Institute of Mass Communication and Journalism, Bundelkhand Univer-
sity, Jhansi-284128 (UP)

INTRODUCTION

The designing of newspapers not only
makes it aesthetically good-looking or

enhances its attractiveness but it also
helps the readers in reading the
newspaper properly. It guides the



readers to reach the content of their
interest. More and more visuals are
being employed to entice readers into
a newspaper. With the help of design,
important points of news or
information could be highlighted
which help the reader to understand
the whole story in very less time.
Elements of design create and
maintain curiosity among readers.
Some of its elements like picture,
cartoon, etc., break the monotonous
of black and white text and give
happy, sad and anger feel to the
newspaper reader. The readers may
perceive newspapers that use spot
color and soft – news pictures as more
appearing than the ones that do not
do so. (Morris & Haught, 2018)
(Smith, 1989)

Graphics helps the readers to
easily understand any incident or large
volume of data which is quite difficult
to understand with words. The
researchers studied the role of design
and graphics to enhance the interest
of readers in the newspapers through
the survey. Findings from the answers
to the questions included in the
questionnaire are being given in the
analysis.

SIGNIFICANCE OF RESEARCH

This research will be of use to both –
media educators and media
practitioners; the former will benefit
by getting the hindsight view of how
design have been used over the years
in response to market and technology

needs while the latter will benefit by
making themselves future ready for
emerging demands for changes in the
use of design.

LITERATURE REVIEW

Edgar Shaohua Huang in his article
Professionalizing Online News

Photo Presentations says that online
newspapers can win over both photo
– loving and text – oriented readers
by manipulating “number, size, and
location of photos, using linkable
photos and photo galleries, and
maintaining consistency of photo
presentations”. (Huang, 2003)

Xigen Li in Web Page Design

Affects News Retrieval Efficiency

suggests that readers will’ be able to
retrieve news more efficiently if their
needs are integrated into the design
of the online newspaper. (Li, 2002)

Pasternack and Utt analyzed the
Subject Perception of Newspaper

Characteristics Based on Front

Page Design and noted that the more
traditional papers were perceived
more informative, responsible and
professional whereas the more
elegantly designed papers were
perceived as more readable. However
those using the modern format
received higher overall quality ratings
than those using more traditional
formats and designs. (Pasternack &
Utt, 1986)

Pasternack and Utt found in A

Study of America’s Front Pages:

How They Look that 94.8% editors



were concerned with the look of their
papers as they believed that a “good
looking” newspaper was a
differentiating factor in a competitive
environment. They rated the “use of
graphs and maps, placement of largest
photograph and body type size as the
elements most noticeable to readers”.
(Pasternick & Utt, 1983)

Chic Bain and David H. Weaver

in Readers’ Reactions to Newspaper

Design found that a high story count
on front pages is counter – productive.
A newspaper is likely to get higher
readership by keeping jumps to a
minimum and running larger pictures.
The study also shows that news stories
are more read if they start and end on
the same page. It was also found that
larger photos attract more readers to
accompanying stories. (Bain &
Weaver, 1979)

Theresa G. Siskind studied The

Effect of Newspaper Design on

Reader Preferences and found that
respondents preferred contemporary to
traditional designs and well-designed
pages to those of average design. The
findings of his research study lead to
the tentative conclusion that “in order
to appeal to reader preferences,
newspaper owners and staff members
should be concerned with quality of
design as well as contemporaneity”.
(Siskind, 1979)

OBJECTIVE

Objective of this paper is to study the
role of design and graphics to enhance

the interest of readers in the
newspapers (print and online
editions).

METHODOLOGY

The researchers used survey method
for this objective. For conducting the
survey, questionnaire has been
prepared by the researchers. In
selecting respondents Purposive
Sampling technique a type of Non
Random Sampling is used. Population
for the survey study is eighteen plus
individuals reading newspapers
regularly and people from media
fraternity. Survey based on structured
closed end questionnaire has been
done for collection of data. Further,
online survey has been done for
collection of data. In this survey, a
total number of 204 responses have
been received. After collection of data,
editing and correction of the data have
been done by the researchers. Out of
that two responses have been excluded
due to responses having been filled
twice by two respondents. So one
from each respondents included and
one from each respondents excluded.
On the other hand, two responses have
not been found up to the mark and so
these two responses also excluded. A
total number of 200 responses have
been kept for the analysis. Nominal
data is collected from the survey.
Mode is used for central tendency and
cross tabulation analysis method is
used.



Operational Definition

Online Edition: Online edition or
online newspaper stands for website
or portal of the newspaper. Online
edition/newspaper does not mean E –
paper of any newspaper.

ANALYSIS

Gender

Chart 1: Gender ratio of respondents

In the survey, out of 200
respondents 52.50% were male and
47.50% were female. Representation
of transgender respondent was nil in
the survey. Accordingly the number
of male respondents was 105 and that
of female respondents was 95.

Age Group

Chart 2: Age group ratio of
respondents

Out of a total of 200 respondents,
48.50% were in the 18 – 30 age group,

26.50% in the 31 – 40 age group, 15%
in the 41 – 50 age group and 10%
respondents were 51 years of age or
above.

Educational Qualification

Chart 3: Educational qualification
wise ratio of respondents

In the survey, out of total of 200,
75% respondents were possessing
Post-graduate or higher qualification,
22% respondents were graduates, the
percentage of 12th pass respondents
ratio was 3% and no respondent
participated below the 12th pass
qualification.

Profession

Chart 4: Respondents ratio
profession – wise

Researcher has divided profession
in seven different categories for the
survey. From the chart, it is clear that



27.50% respondents were from the
student category, 3% respondents
participated from job seekers category,
49% respondents belonged to the
service class, 7% respondents were
self – employed, housewives’ share
was 2.50%, the retired category
respondents were 2.50% while other
professions category of respondents
stood at 8.50% of the total.

Newspaper reader edition-wise

Chart 5: Edition – wise newspaper
reader ratio

Options of respondents about
three categories (namely print edition,
online edition and both editions) were
taken for dividing newspaper readers
in different categories. When
respondents were asked that which
edition of newspaper they read, it was
found in the survey that 55%
respondents were reading both edition
of the newspaper, 26% respondents
reading only the online edition while
the remaining 19% of respondents
were reading only the print edition.

Newspaper reader sees/reads first

in the newspapers

Chart6: Newspaper reader see/read
first in the newspaper.

It was found that 80% respondents
read headlines first in the newspaper,
9% readers see photograph/image
first, 5.50% readers read content first,
2.50% readers see cartoons/illustration
first and 3% readers see graphics/
infographics first in the newspaper. It
is revealed from the survey that
maximum number of readers see
headlines first in the newspapers.

Elements attracts reader more in

a newspaper

Chart 7: The elements, which attract
more in a newspaper to the reader

When respondents were asked that
what attracts them more in a
newspaper, there was mixed response.
16.50% said that photographs/images



attracts them more, 3% went for
illustration/cartoons, 36%
respondents, which was the highest,
said that headlines attracts them more,
according to 14% respondents
graphics/infographics attracts them
more, 30% said contents attracts them
more and 0.50% respondents said that
neither of above attracts them more
and they selected something else as
option.

Colour or black and white attract

the readers more

Char 8: Kind of pages/visuals
attract more in newspapers

A large number of respondents
accepted that colour page or visual
attract them more in comparison to
black and white, when they were
asked as to which kind of pages/
visuals attract them more in the
newspapers. An overwhelming
80.50% respondents, which is more
than three – fourths of the
respondents, said that colour page or
visual attract them more while only
8% said that black and white attract
them more and 11.50% respondents
were undecided about this.

Main points of news in bullets or

blurbs help more

Chart 9: Bullets and blurbs attract
and help the reader

Respondents have accepted that
main points of news in bullets or
blurbs attract/help them more. Around
half of the respondents i.e. 48%
accepted that bullets and blurbs help
them read more efficiently. Out of
total 200 respondents, 45% accepted
that it attract them up to some extent.
Only 2% said that these elements are
not attracting them at all while 5%
were undecided on this question.

Use of graphics, illustrations and

animation changed the look of

newspapers

Chart 10: Graphics, illustrations and
animation changed the look of

newspapers

Most of the respondents agreed



with this that the use of graphics,
illustrations and animation changed
the look of newspapers. 65% of them
clearly said ‘yes’ that these elements
changed the look of newspapers while
31% were of the view that it was
effective up to some extent. Only
2.50% were not in agreement with
this. Among the total, 1.50%
respondents were not in a position to
decide and selected ‘Can’t say’ option.

Different segments of news/

information on the home page

helps the reader in searching of

news/information easily

Chart 11: Different segments of news
and information on home page helps

the reader

It was found in the survey that
maximum readers believed that in an
online newspaper, different segments
of news and information arranged on
the home page help the readers in
searching for news and information
easily. When asked if different
segments of news/information on the
home page helped them in searching
for news/information easily, 58.50%
respondents said that it helps them in
searching of news and information
easily while 30% said that up to some

extent it helps. But, 6.50% were not
in agreement with this and they said
that it didn’t help. Rest 5% was not
in position to decide.

Links of related news stories

helps the reader

Chart 12: Links of related news
stories helps the reader

When respondents were asked
about whether links to related stories
in an online newspaper helped them
read better, 55% respondents said that
it helped them; 30% respondents said
that only up to some extent it helped
them but 9% said that it didn’t help
them while 6% opted for ‘can’t say’
option.

Video clipping with news story

attracts the reader

Chart 13: Video clipping with news
story attracts the reader



It has been revealed from the
survey that in online newspaper, video
clipping with news story attracts the
readers. When respondents were asked
that in online newspaper, whether
video clipping with news story attract
them, 46.50% respondents accepted
that video clipping attracts them.
33.50% said that up to some extent it
attracts them. 16% said that it didn’t
attract them while 4% were undecided
about it.

Readers can be attracted more

towards the newspaper for read-

ing by better designed newspaper

Chart14: Better designed newspaper
can attract the reader

When it was asked that whether
better designed newspaper could
attracted them more towards the
newspaper for reading, out of total of
200 respondents, more than half, i.e.,
50.50% said that better designed
newspaper could attracted them more
while 37.50% said that only up to
some extent it could attracted them
more. However 6% said that better
designed newspaper couldn’t attract
them more and6% said that they ‘can’t
say’.

CONCLUSION

In the survey, it was found that
majority of readers read headlines first
in the newspapers. There was mixed
response to the question as to what
attracts the reader more to the
newspaper. Majority of respondents
accepted in the survey that colour
pages or visuals attract them more. It
was revealed in the survey that main
points of news in blurbs and bullet
points attract and help the reader.
Although 48% were completely
agreed that these elements of design
help them while 45% said that it help
only up to some extent. Most of the
respondents in the survey were in
agreement with this that the use of
graphics, illustrations and animation
changed the look of newspapers.

Most of the readers believed that
in online newspapers, different
segments of news and information on
the home page helps the readers in
searching for news and information
easily. More than half of the
respondents agree that getting the
links of related news stories, while
reading the news, help them. It was
revealed in the survey that in an online
newspaper, video clipping with news
story does attract the reader. It was
also found that a better designed
newspaper can attract the reader more
towards it.
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Dr. Krishnendu Dutta
‘Haas chilo Sajaaru (Byakaron maani na)
Hoe gelo Haasjaaru kemone ta jani na’1

ABSTRACT

The Esraj is a very beautiful sounding musical instrument. There are many sources from
which its name could have come from and it itself has many different names. It can be
used both as an accompanying instrument as well as a solo instrument. The different
Gharanas of the Esraj are Banaras, Gaya, Keramat Kukuv Khan, Imdadkhani and
Bishnupur. It is classified as a Tatbadya in Indian musical instrument classification. The
Esraj comprises of many physical parts. In today’s world the Esraj is a very popular
instrument. It has become famous not only in India but in foreign countries also.
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INTRODUCTION

‘Aabol-Taabol’- a famous poetry of
Sukumar Ray where the words like
“Bakachhap” or “Haaszaru” are how
much a kind of “hotchpotch” word is
imaginable. But if the sitar and sarangi
are merge imaginary, it creates such a
structure what really creates a
beautiful sound. Especially the
extended notes with aans or sut along
with meer is expressed in esraj
impeccably.

Though esraj is rare but it is
known by different names. Many
people think, it is named by the name
of Ishwari Maharaja of Banaras.
Kshetra Mohan Goswami called esraj
as “Aasuranjani”. Esraj is named

‘esrar’ in the book “Aasuranjani
tattwa”. In other opinion, the word
esraj is evolved from the word ‘ayen-
sin-re-ayen-zim’ i.e., enlightment. The
other names of esraj according to the
shape are ‘Mandrabahar’,
‘Naadtarang’. Other than this, esraj is
also known as ‘Mayuri’, ‘taaus’, ‘Taj’,
‘Bhas’ or ‘Surobhas’. The ancient
shape of esraj ‘Dilruba’2 is a very
popular instrument in Punjab.
‘Sarinda’ of Bangladesh is similar to
esraj. The similar instruments to esraj
are ‘Surasanga’or ‘Sursoun’,
‘Minsarangi’ or ‘Koyel’. ‘Tarsanai’ is
derived by adding a gramophone
sound box at the ‘tabali’ part of the
esraj.3



Esraj is a member of the Ravana4

group of instruments. It is mainly
considered as an accompanying
instrument. Sarangi used to be use
with the ‘Baizis’ (a special kind of
cantatrice) in past. So, it had less
aristocracy. Esraj is introduced for
educated aristocrat society. Esraj is
popularized in Bangladesh by
visvakabi Rabindra Nath Tagore. Now
esraj is an inseparable accompany
instrument of Rabindra Sangit. Esraj
is also appropriate for solo
performance- but only possible for
well-trained artists.

Gharana of Esraj:
Banaras Gharana:
There are two Banaras Gharana.

First is, established by Nabibaksh
Sarangiwala of Banaras. No one is
identified without him as carrier of
this gharna. The second is, Ishwari
Prasad ji of Punjab Gharana. There is
also no trace of any other Esraj player.

Gaya Gharana:

Hanuman Das Singh ji is the pioneer
of this gharana. Kanailal Dherji was
also an eminent player of this gharana.
Though the playing style was little
different of them. Chandrika Prasad
Dube was a renowned esraj player of
this gharana. Habu Dutta established
esraj gharana in Bengal from
influence of Kanai Dheri. Kanai Dheri
was been replaced in sense of
popularity by Sarat Dutta. Habu
Dutta’s playing was also little
influenced by Ujir Khan sahib of

Rampur Gharana. Besides this, the
khayal singer of Gaya gharana like
Dhirendra Nath Mitra, Harmonium
player Sohani Singh, Muneswar Dayal
are metionable. Esrajist Shital
Mukhopadhyay also popular player of
this gharana. Yogin Doctor of Gaya,
Acharya Brajendrakishor
Raychowdhury of Gouripur were also
esraj players of this gharana.

Keramat Kukuv Khan Gharana:

Late Kalida Pal had established this
gharana. This gharana was finished
with his name only. There only 2 or 3
players could be found, one of them
is Debiprasad Mukherjee.

Imdadkhani Gharana:

The pioneer of this gharana was
Imdad Khan. Dr. Prakashchandra Sen
and Brajendrakishor (Gouripur)
learned esraj in this gharana. One of
the popular esraj player of this
gharana was Blind esraj player
Srinibas. Presently so many plays esraj
in the style of this gharana. Though
there could mixing of style could be
seen.

Bishnupur Gharana:

This gharana was started with Ram
Shankar Bhattacharya. Later the
eminent artists like Anantalal
Bandopadhyay and Ram Prasanna
Bandopadhyay have a special style of
esraj playing. Ashesh Bandopadhyay
and his disciple Ranbir ray of this
gharana are mentionable.



Position of Esraj in Indian musical
instruments:

instrument
Ghanabadya (metal) Aanadhya(drum)
Sushir(wind) Tat(string)

Ghanabadya:

1. Played by factions of a totally
separate part. Like- kartaal (a
pair of cymbals).

2. Played with a hammer. Like-
bell.

3. Played by shaking. Like-
rattles.

Aanadhyabadya Structural
Functional

a. Structural

1. Hollow structure. One big side,
another is small. Like-
Mridang.

2. Shaped as Haritaki or harad or
inknut. Like- Dholak.

3. Face and middle part are equal
in size. Like- Dhaak.

4. Shape of a barley seed. Like-
Shreekhol.

5. Both ends are same size. But
the middle part is little narrow.
Like- Damroo.

6. Half barley size. Like- Nakara.
7. Half inknut size. Like- Baya.
8. Half cow tails. Like- Dahina.

b. Functional:

1. Played with one or two fingers.
2. Played with one hand. Like-

Khanjari.
3. Played with a cone. Like-

Damama.

Sushirbadya:

1. One hole blowing instrument.
Like-flute.

2. A small wrapped leaf is placed
at the blowing point of the
instrument. Like-Shehnai.

3. An instrument with a key or
peg. Like-saxophone.

4. Narrow blowing point but the
other open end is wider. Like-
Nadaswaram.

5. Big metal (alloy) wind
instrument. Like- Trumpet.

6. Instrument with reds. Like-
Harmonium.

Tatbadya Shape Nature    Use

According to Shape:

1. With long neck. Like- Veena.
2. With short neck. Like- Sarangi.
3. With Tumba or a big bowl

shaped. Like- Tanpura.
4. Partially leathered. Like- Esraj.
5. Made with straight wood. Like-

Sarod.
6. Flat, square shaped or

rectangular, made up of wood.
Like- Violin.

According to Nature:

1. Played with finger. Like-
Tanpura.

2. Played with a Mizrab or
plectrum. Like- Sitar.

3. Played with a bow. Like- Esraj.
4. Played with a stick. Like-

Santoor.



According to use:

1. Played the instrument by
placing horizontally. Like-
Swaramandal.

2. Played the instrument by
placing crossways or
diagonally. Like- Surbahar.

3. Played the instrument by
placing perpendicularly with
the help of shoulder. Like-
Esraj.

4. Played by placing the
instrument in front of the
player. Like- Santoor.

Esraj5 is a kind of string (bitata)
instrument. The facts that are being
emphasized by the makers of Esraj
are given below:

1. Tabali:

Tabali is own sound box of Esraj. This
part is covered with leather. The
Tabali is made with an execution able
goat skin. The skin is soaked in water
for about 2-3 hours. Then it is cleaned
by shaving with the help of ‘scrub’.
After that the skin is stretched with
‘Rolam’. The leather is attached with
the main body with gum. The glue is
made with wheat flour. First the maida
or white wheat flour is kneaded as a
tight pulped. Then the pulped is
soaked in water then is kneaded again.
As a result, the final pulper is less in
quantity but tighter than the primary
pulped. Now quicklime or unslaked
lime is mixed with that tight pulper
to attach the skin with body. Now this
process become easier. Now they use

‘fevicol’ for attachment. There is
nothing in Tabali for tuning like tabla.
Tuning or tightening of the membrane
(leather part in this case) is depended
on some primary conditions. As
tightening of the leather is could not
be controlled by the player, tightness
of the membrane changes. As a result,
tuning changes unwillingly. Rapid
change in tuning due to weather
condition is a major reason of less
usefulness of the Esraj. Tabali is used
to create resonance6.

2. Danda:

Danda is the main structure of Esraj.
It is made with wood. In that case,
standard length of esraj is 2.5 ft.,
width is 3 inch and depth are 1.25
inch. Dicotyledon trees are needed for
making esraj. Because in stems of
dicotyledon trees the vascular tissues
cambium and cork cambium or
phellogen is responsible for increasing
the diameter of stems. So, the stem
becomes strong and big. There are two
types of trees that are suitable for
making esraj.

(i) Tectona Grandis or Segun
(ii) Toona Ciliata or Toon
Presently, maximum toon wood

comes to Bengal from Tinsukia,
Assam. Segun wood is collected from
the old house ceiling or other beams.
80 to 100 years aged segun wood is
best for making best quality esraj.
Sound quality of toon wood is similar
to segun. But it is more important.
Except from toon or segun Gandhari,



mahogany and sishu (north Indian
rosewood) wood also used for making
good quality danda or body of esraj.
Dense holed wood is good for making
esraj. That is why pine or sal wood is
not suitable for making esraj. The
particular shape of danda is made with
the help of hacksaw and chisel. It
takes up to 2.5 hours. The perfect part
for making esraj is the lower part of
the stem and the part just after the
bark layer. The center of the stem is
not used. Because from the perimeter
towards center the second layer is
made of dead xylem cells. It is solid,
it gives rigidity and consistency. This
part is called ‘Saarkath’ usually.
Opposite to this, the wood in center
is made with dead xylem and living
parenchyma cells. It circulates fluid.
So, it is alive and usually called
‘Asaarkath’. Among solid, liquid and
gas, the speed of sound is maximum
in solid. So, Saarkath is more
important than Assar Kath in making
of esraj. Good saarkath transports the
sound fast by absorbing little energy.

The danda is made hollow- not to
make the body light but for increasing
weight of the sound. Tabali and danda
is not same surfaced. Upper part of
the danda is little curved. Sound falls
on it and it amplifies the reflection of
sound.

3. Longot:

Lowest part of the instrument. In past
it used to be made up of deer horn or
deer bone. But now it is not possible.

Now longot is made with brass.

4. Bridge:

Bridge is square in shape. In past
bridge was made of elephant trunk or
deer horn. In present times this
component has been changed due to
the wildlife preservation act. Now it
is made with carbon fiber. ‘Bevel edge
chisel’ or ‘gobe Batali’ is used to cut
and prepare the bridge for esraj. Time
takes about 1 hour. After that it is
smoothened with file and sandpaper.
The standard size of a bridge is length
1 inch, width 0.5 inches and depth
0.25 inches. 0.25 inches is called ‘jaw’
by the makers.

5. Auti:

A part of bone with hole. Generally,
auti or manka is cutout from camel
or cow bone with saw. But now it is
also made with plastics. Auti helps to
pull the wire to tie.

6. Parda:

Parda (it is a kind of hard veil) is
made of metal. 19 in number. German
silver is used as metal. The edges of
the pardas are coarsened so that it
could not harm hand. ‘muga’ or any
other thread is used to tie the parda.
Parda denotes the note-positions.

7. Tar or strings:

Esraj has main four strings. The main
string, tied for madhyam (M) note is
made of steel. It is 3/4/5 gauge in
size. The strings of ‘juri’ are made of
bronze. It is of 27 bronze gauge.



Fourth string is made of brass and its
26 gauge. Main strings are equal in
length but different in width or gauge.
So, linear density is different. But
these rules are not applicable for
strings of ‘Tarab’. The strings of
‘tarab’ are 30 gauge in width. The
strings are tied with muga thread. The
main strings of esraj are not tuned in
high frequency like viola or cello.
Generally tuned in lower octave Ma,
Sa, Sa, Pa notes. In veena or tanpura
one string expresses one note. But one
string creates many notes in esraj.
Tightness and note frequency of the
string can be controlled through the
keys or nogs. The working length and
pulsating point can be determined by
pressing at different point of the
vibrating string with finger. The
strings of esraj vibrates the air in little
quantity. As a result, it has very low
natural sound intensity. The sound box
of esraj enhances the sound intensity
as a resonator. Not only esraj, all the
Indian instruments has the resonator
for intensity increase. The nature of
vibration in string played by bow is
not same as a string played by ahold
(like- as it could be seen in sitar or
sarod). Playing by plucking or hitting
string gives same result according to
position. Plucking means pulling the
string by finger or any other thing- so
the string starts to vibrate. Hitting
means hitting with the string with
something hard. The string is tied
tightly at the both ends, as a result
spatial waves, nodes and antinodes is

created. Further string vibrates at
different part creates harmonics.

Plucked or beaten strings are of
same type. But vibration of a rubbed
string is different. In case of plucked
or beaten string the middle point is
antinode and its multiple points are
also antinodes. Therefore, if the string
is plucked or beaten at the middle
point, then there will not even no. of
harmonics be produced. Because these
points are antinodes. That is why if
the string is plucked at middle point,
octave, super octave etc. scale cannot
be found. When the even notes will
be dissolved the odd notes will
emerge. Third type notes could
express by beating at the one-third
part of the string. This is important
note. At this stage second, fourth
octave etc. notes show itself. The
second harmonic note will express by
beating at one-fourth part of string.
But fourth harmonic note will not be
express. Also, third and fifth harmonic
notes will be expressed very well.
What kind of melody or notes will be
expressed is depends on the plucking
or beating position of the string. To
get all the harmonic notes in its full
form the string has to be beaten at the
point where the loop creates. All the
harmonic notes can not be expressed
by beating the string at the antinode
point. As all the notes are equal, the
plucked string instrument is more
melodious. All the harmonic notes are
not expressed properly as the
harmonic notes above the 6th note are



very low.
In case of beaten string, the even

and odd notes in harmonics both are
present. The intensity of main note
and the lower harmonics are clearly
present. Its higher value harmonic
notes dominates and the mixed tune
sounds sharp and metallic. Nature of
vibration in rubbed string is different.
The nature of vibration is forced7

typed due to the power of player’s
hand. But applied force is not
periodical because of irregular hand
movement of player.8

8. Kaan or key:

There are 4 to 6 kaan or keys at the
open end of the danda of esraj. 15
keys in tarab od nistir wood. Keys
are made of sishu (north Indian
rosewood) wood.

9. Chhari or bow:

Another name of chhari is gaz. It is 2
to 2.5 ft. long. The bow is generally
divided in two parts. First is playing
part second is holding part. Playing
part is made with horse tail hair or
thin nylon thread. ‘Alkaloid’9 resin of
pine tree is applied in this part. It is
insoluble in water. Resin is only
soluble in alcohol. Resin helps the
bow to hold the strings tightly.
Holding part is made with a special
wood. The handle is made with
merbau or (bhola) kwila wood. This
type of wood is imported from
Malaysia, Indonesia and Nigeria.
Merbau or kwila wood grows in salty

soil. Chisel, saw, hammer and driller
are used to make the wood in shape.
It takes 15 days.

Timbre of the notes in esraj is
depended on the width, touchpoint,
playing speed and pressure of the bow.
When the bow is placed on string it
pulls the string and the string takes
part in bow’s speed primarily. But the
string does not go far due to resilience
or elasticity. When it goes out of limit,
the string voids the bow’s power and
comes back to its original place. So,
it crosses the equilibrium. But as it is
not free vibration, it can not go far,
the bow takes it back to the position.
There is no significance of positional
point in rubbed string. In this case
the harmonic notes are not available
always. Produced sounds are loud,
clear and completely expressed due
to continuous rubbing. The bow has
to be rubbed in right angle with the
rubbing string instrument. It is rubbed
in other way the sound will be
different. Pressure is more important
than the speed of bow in control of
sound quality. The higher semi-tones
are more clearly expressed while
pressure is increased. If the bow is
placed near the bridge, the higher
harmonics are loudly expressed. As
the fibers of the bow are scattered,
there is no particular touching point10.

10. Angasajja or beautification of

instrument:

Esraj is polished and varnished to
make it look beautiful. But sound



quality is also depending on this.
Celluloid is also used for
beautification.

If we talk about the history of
esraj, the early form of esraj was
assumed to be similar with ‘Dilruba’
and so many other instruments like
this but could not draw a proper time
line of evolution of this instrument.
During the different invasion in India
there were a communication of
economy, culture and the musical
instruments as well with various
community people of greater Asia.
Most of the musical instruments have
lost their original identity because of
this mixture. In most of the cases the
instruments even lost its name and old
playing process. The experts of our
country are little passionless about
determining the proper origin and
evolution of the musical instruments.
Not even the historians put an effort
to find it out. As a result, our lot of
indigenous or Indian musical
instruments are recognized as Persian.
We should be more careful about our
national wealth.

Popular esraj artists:

Those who have expertise in playing
and popularized esraj, here are some
of them are mentioned below.

Nabibaksh Sarangiwala and
Ishwar Prasadi of Banaras; Hanuman
Prasadji, Kanailal Dheriji, Yogin
Doctorji (Bhelubabu), Chandrika
Prasad Dubeji of Gaya; Ramprasanna
Bandopadhyay, Surendra Nath

Bandopadhyay from Bishnupur
gharana; Bishnupada Bhattacharya of
Barishal; Zamindar of Gouripur,
Maymanshingha Brajendra Kishor
Raychoudhury, Shital Mukhopadhyay;
Habu Dutta (brother of Swami
Vivekananda) of Calcutta and his son
Sarat Dutta, Biren Mukherjee, Kalidas
Pal of Kansaripara; Sureshchandra
Chakraorty, famous sitarist Bilayat
Khan’s grandfather Inayat khan and
father Imdad Khan used to play thumri
very well in Esraj. But they did not
play esraj at any program. Rabindra
Nath, introducer of Akaarmatrik
notation Jyotirindra Nath, Silpacharya
Abanindra Nath are noteworthy. Many
of the Tegore family used to play esraj
very well.

CONCLUSION

There is no deficiency in instruments
in India. Classical or folk- two types
of instruments have evolved in large
number in different era for many
reasons. But there is a huge lack in
non-instrumental mentality for
instruments. It is also fully applicable
for esraj. The raw material that are
used for making esraj costs approx.
1500 rupees. Wages 1000 rupees.
Esraj is sold for 4000 rupees. But sell
rate is very low. Esraj is sold
maximum 2 in a year. Though the
scope of exporting esraj is increasing
in first world countries like America,
Canada, Germany etc. A day might
come when mainly the foreign
musicians will patronage the



instruments of this country along with
esraj. Esraj is becoming almost
obsoleting instrument in increasing
pressure of electronic instruments in
present scenario. Which is not
desirable at all. We cannot accept any
new thing just because of its newness.
Suchlike, anything old cannot be
rejected for its oldness. Esraj and other
alike instruments should be
understood-known; should be
preserved at least as a specimen.
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Abstract

This paper offers some thoughtful discussion to give importance to music in primary
education. The fruitfulness of music education in primary education system and how it
can be really helpful for the students in their day-to-day life and at the same time in their
studies too. It also throws light on teaching techniques, challenges and obstacles, the
positive outcome in students’ lives are given a thought. Potential solution to the obstacles
is given. Lesson plans, infrastructural settings of classrooms to be designed, multicultural
vision development, mutual understanding among the students are exhibited.

Key words: Culture, Primary Education, Music Education, Music Appreciation.

Introduction

Education plays a very crucial role in
everyone’s life. Education shapes the
thought process of an individual and
makes us aware and conscious of our
duties and responsibilities. Hence
quality education is necessarily to be
inculcated during the formative years
of education that is the primary period.
Children need to be presented with
opportunities to expand their mind and
to be open to learning and to achieve
this goal, every institution, teacher,
parent is relentlessly working on it by
enhancing education through various
channels. And here is why music
education can be a brilliant and
progressive channel to promote
learning and developmental aspects in
children.‘There is no other science
than these fine arts which can make

man milder, gentler, better behaved
and more reasonable.’1

Music, being the abode of creative
minds and aesthetics, is becoming
popular among the masses day-by-day.
Any form of music exhibits some
cultural ethnicity and variety in human
race and culture from the very
beginning. In order to know about
one’s own culture, developed
creativity, imaginative attributes, the
role of music can be proved to be
very important and effective as well.
Countless benefits are interconnected
with music education. Music reveals
the true colors of culture and tradition
and as the time is advancing, it is high
time that cultural values should be
preserved and retained in order to
remain connected to the roots, because
our culture and tradition are our



foundation or base and we should not
forget them while making ourselves
upgraded with time. Music plays a
very vital role in all round
development along with representing
our cultural identity. ‘Vocal and
instrumental music affects the brain
through the ears, whereas dancing
appeals to the eyes as well.’2 Vocal
music and instrumental music
primarily indulge hearing action and
dance indulge visionary action, and
these three actions effects the brain,
its working and thinking capacity.

Purpose

Introduction of music in education has
resulted in positive outcome. Music
itself is a multitasking art form, one
need to be fully concentrated while
doing music, which enhances the
concentration power in learning in an
interesting way at the same time
which results in improvement of
working of mind. Music is still
counted in co-curricular activities in
primary education. But observing its
utility in entire personal development
of the learner, focus should be given
on this art form as a general subject.

Proposal

Primary students are like wet mud
they shape up themselves according
to the mold presented to them.
Children learn quicker and they learn
by observing. Let’s throw some light
on a few utilities of music on a human
being:

1. Language and Reasoning:

As an Indian, the beauty of diversity
of tradition, culture and language is
well known. Language is an identity
of a person that shows where he/she
belongs to. There are a number of
different of languages spoken all over
the world. A multilingual person can
be admired globally and he/she will
be capable of communicating with a
greater number of people belonging
to different linguistic background and
that will result in a better
understanding of different cultures.
‘Language is the basis of a
standardized communication,
moreover, it is the form that we use
to construct internal thoughts: such is
the importance of language in
reasoning – it is the vehicle for
communication’3. It is easier for a
person to learn different languages
through music. Correct pronunciation,
understanding of the meaning of
verses all these factors helps in having
more idea about other languages. For
example, there are many schools
where Music is taught as a co-
curricular subject. Folk songs, songs
of different language and different
states are incorporated in the syllabus.
Each folk song has a story of how it
came into being, or on what occasion
it is performed and the importance of
that particular occasion in the culture
is narrated. As a result, through the
folk songs, people come to know
about the traditional practices of
different states and different



communities which helps in
developing a sense of connection or
oneness among various communities.

2. Mastery of Memorization:

‘However, memorizing is not entirely
an innate skill but rather an ongoing
process one endures over time, it is
possible for anyone can train and
develop their memorizing abilities’4.It
is a fact and can be seen in our day-
to-day life that a tune can be
remembered easily rather than a
sentence. Children are taught small
poems in the form of singing rhymes,
the poetry is set in a particular tune
so that the children could remember
it easily and these rhymes rest in our
memory for a longer period. As for
example, most of us still remember
the nursery rhymes but can’t
remember all the poems or stories we
studied in secondary education classes
with that much clarity. ‘Music can
induce a state of meditation and
allows you to disengage from the
“noise”, so you can retain information
better.’5 In studies we always see that
some particular facts are composed
in a rhythm or a tune for remembering
because tunes are very captivating and
enjoyable that the brain finds it easy
to remember and keep in memory for
a longer period.

3. Improvement in work and

promotes craftsmanship: ‘One of the
biggest causes of work-related stress
is boredom, which curtails high
performance and work satisfaction
levels.’6 To get rid of this boredom,
engaging Music to the routine can be
of great help. Listening to a favorite

music can actually bring the zeal to
work and refreshes the mind. Any
work done with concentration has a
better outcome and with added
dedication, the outcome becomes a
work of excellence. In the entire
process of musical training
concentration is a very important part.
To sing each note with perfection, it
employs great concentration and
focus. ‘Students who practice with
musical instruments can improve their
hand-eye coordination. Just like
playing sports, children can develop
motor skills when playing music.’7

The more the coordination, the better
the work. Coordination not only
among people but also with oneself,
like the coordination of the brain and
other organs of the body. In musical
training, It is important to listen to
each note with full focus then only it
is possible to sing that note, and thus
gradually the art of concentration
develops in the mind which is helpful
in every other work and activities in
our life. Creativity is another soul part
of musical training that develops
creative thinking which enhances
aesthetical sense and out of the box
thought process in a person. As we
all know any form of art is incomplete
without creativity because art and
creativity are complementary
concepts, one is incomplete without
the other. This developed thought
process gives rise to craftsmanship in
the learner.

4. Develops Mathematical

Abilities: ‘Learning music improves
math skills because, at some level,



all music is math. It’s about time
signatures, beats per minute and
formulaic progressions. Performing
music, therefore, reinforces parts of
the brain used when doing
math’8.Music learning also develops
mathematical abilities. Music and
mathematics are very closely related,
the ‘Laya’ or tempo is nothing but
time interval in simple language. In
order to understand rhythm, one needs
to have a clear concept of tempo
which can be simply defined as a time
cycle of equal interval setting. The
‘Tala’ is the time cycle composed of
counting of beats and rhythm. Coming
to the notes, the very basic music
training involves Sargam and their
Alankar, these Alankars are
combination of notes in different
patterns which is an integral part of
practice. The Alankar design is similar
to the concept of permutation and
combination n mathematics. As in
permutation and combination method,
we try to attain the maximum possible
combinations of a given set of
numbers in music and the same
method is used for practicing the 12
notes in their maximum different
combinations. ‘Although math and
sciences are important subjects for
students to learn and master, music is
also crucial for students to achieve a
well-rounded education.’9 Music
incorporates mathematical elements to
a great extent and subconsciously
musical students are actually using
many mathematical contents while
singing, playing and practicing.

5. Co-ordination and Promotes

Teamwork: There’s a popular
proverb, “Unity is strength”. We all
know the importance of unity. Unity
is the feeling of oneness among many.
Oneness, harmony, these things are
determined by co-ordination among
one another. Let us take a particular
community of people for example. So,
whenever we meet any person, by
communicating we can understand
that the person belongs to a particular
community. The reason behind this is
there are some signs like common
accent, a distinguished manner of
speech, common features or common
behavior which the people of that
particular community posses. There is
a co-ordination and similarity among
them by which they are united and
represents their community. Likewise,
in music, there are groups, choir,
bands whose work depend on co-
ordination and synchronization that
results in a great teamwork. “United
we stand, divided we fall”- for this
reason teamwork is necessary in every
sphere of life and to promote this,
harmony among people is very
important which is a part of music
training as well. ‘Joining a band or
an orchestra can help foster
relationships with like-minded people,
and it can encourage teamwork and
leadership.’10 The quality of
leadership is very important for a
successful life. It is necessary
throughout journey of life and
personality development.

6. Useful as a Stress Buster:

Children spend a pretty long time of



the day in their schools. Sometimes it
can be stressful for the students to
attend classes after classes and then
maintaining the mental calmness at
the same time. ‘School is such an
important time for children and at
times it can be stressful – especially
during tough examination periods’11

Children these days have many co-
curricular activities along with studies
and especially during the time of
examination, they usually suffer from
stress and could not concentrate on
their studies. In this situation a little
involvement of music can be very
helpful by providing relief to some
extent which helps to refresh the mind
and have a better concentration on the
studies. ‘Music has become a proven
remedy to relieving stress, with
research from Stanford University
linking this to the beat of music. At
60 beats per minute, music can cause
our brain to synchronize and cause
alpha brainwaves – which are present
when we are relaxed.’12 So, it is seen
from the studies that Music can be a
very effective as a stress buster which
is important not only for students but
also for every person engaged in
different fields. ‘Music is known to
have stress relieving effect, provided
the wavelength of music played
matches with the emotional
wavelength of the listener’13

‘It is evidently true that the sense
of music is a common element among
living beings. Man is supposed to be
the best creation of God or Nature,

mainly because he can express his
thoughts and feelings, and can imitate
others according to his intelligence.’14

It is seen that from ancient times the
changes that have taken place in
political, social, economic and
religious conditions have been due to
music and its enchanting power.
Music has a high educative value. It
stimulates the mind, awakens and
feeds the aesthetic sense. It develops
the manners, deepens and ennobles
the emotional nature and gives grace
to all human expressions.
Consequently, fine arts are most
essential to society, and every man or
woman of some social standing should
understand the aspects of those fine
arts in which he or she is naturally
gifted or personally interested. All
these qualities, if taught from
childhood, then the society will have
more good and productive human
beings and primary education is the
stage when the foundation is being
built. Character building process starts
in primary education, so these are
some qualities that should be
developed by the period for a better
future of the society. As North Indian
classical music is widely popular now-
a-days, students are taught the
cultural, improvisational and structural
elements one by one using traditional
pedagogical tools and teaching
techniques.

Challenges and Potential Solution

Primary class children are quite hard



to teach any subject, we cannot expect
them to understand each and every
thing to learn fast and quick. Children
can be moody at times, not willing to
learn and doing something else
whatever they like to. In this case it
is first of all important to give birth
to the interest about any particular
thing which is to be taught. In case of
music teaching, at first they need to
get familiar to it and find interest in
learning, for that kids in primary
section have action songs, rhymes
which involves acting and dancing to
catch their interest and gradually they
develop a kind familiarity towards the
subject. After that, step-by-step things
are taught in proper manner, for the
beginners, there are some basic easy
ragas and talas composed with
devotional poems like the
composition, “Jaago mohan pyare….”
in raga bhairav, “Naman karu mai
sadguru charan…” in raga Bhoopali
and many more. These are some basic
ragas and their composition taught in
the preliminary stage. Through these
compositions students are taught not
only music but also the cultural
values.

Hence, it can be said that Music
holds an important role in the overall
personality development of a person,
as it helps us retain our cultural values
by its discipline and ethics. Education
is the key to become a responsible

human being who can contribute to
the growth and development of the
country and Music, in many ways, is
complementary to education because
it helps and supports in the procedure
of learning, discipline and thinking of
a person.
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Abstract
Musical Gharana is meant to be a School of Music that follows a particular singing and
playing style. Bishnupur Gharana is the only Musical Gharana of classical music
established in Bengal region. Bishnupur Gharana is a school of classical music established
during eighteenth century at the capital of Malla kings. The Gharana was famous for
practicing singing as well as playing instruments. Pandit Jadu Bhatta was an eminent
vocalist and representative artist of this Gharana. His contribution in the field is
unforgettable for a real music lover. The following research paper focuses on the
contribution of Pt. Jadu Bhatta in Musical Tradition of Bishnupur Gharana.

Keywords- Bishnupur gharana, Bengal region, eighteenth century, Malla kings, Pt.
Jadu Bhatta, Dhrupad tradition.

Introduction

The culture of India is a legacy of its
own. It is neither copied nor adapted
but, is definitely effected by different
neighboring cultures that people
brought with them. Art and Music of
a place, is an inseparable part and a
significant portrayal of its culture, and
when it comes to India, a harmony of
different regional cultural arts and
music can be witnessed, Further, we
will talk about the art and music of
Bengal.

The art and culture of Bengal has
a glorious past ever since the region
exists. Whether it is the authentic
traditional cuisines or the classic
poetic style of talking of the residents,
Bengal is full of life and is a landscape
of art and culture.

Probably, every seven out of
ten households of a neighborhood of
the region, is involved in an artistic
practice. Various forms of music are
practiced here but the most famous
form of music popular here, is
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‘Rabindra Sangeet’. The poetic
compositions of the Nobel prize
winner and stalwart poet-composer of
all times, ‘Visva-Kavi’ Rabindra Nath
Tagore. He composed his own kind
of music with beautified intelligent
combination of North-Indian
Classical, Semi-Classical Music,
‘Baul’, the popular folk music genre
of Bengal and a touch of western
music as well. It is widely known that
Tagore family was one of the
households where classical, semi-
classical music were practiced along
with western music. ‘Rabindra-
Sangeet’ is a soulful harmony of notes
and lyrics (swar and pada) and
referred to as ‘Ardhanareeshwara’ that
is a form of Lord Shiva and Goddess
Parvati together.

Rabindra Nath was greatly
influenced by North-Indian Classical
and Semi-classical music, mostly, by
Dhrupad, which could be noticed in
his wide range of compositions.

Bishnupur Gharana was the only
school of Classical music in the
mentioned region which specializes in
Dhrupad. ‘Pt. Jadu Bhatta’, was an
eminent representative vocalist of
Bishnupur Gharana and one of the
considerable music teachers of the
Tagore Family. This can also be a
reason for Tagore’s affection towards
Dhrupad of Bishnupur Gharana.

Dhrupad Tradition

Background:- Dhrupad is a calm and
serious kind of song. A specific kind

of pressure is stressed on throat and
lungs. This is why it is called a song
specified for Male singers. It was
popular in the medieval era but due
to the transformation in public interest
it is replaced by ‘Khyal’. Most of the
traditional Dhrupad compositions had
four sections namely- Sthayi, Antara,
Sanchari, Abhog. Now-a-days only
two sections sthayi and antara are
found. They are composed basically
in Braj and similar dialects. Dhrupad
is sung in Chaar taal, Brahm taal,
Sul taal, Teevra taal, Matta taal,
Shikhar taal that are being played on
Pakhawaj, i.e. an instrument
accompanied with Dhrupad and
Dhamar. Earlier, Dhrupad was strictly
accompanied by Pakhawaj, but due
to lack of public interest, the use of
Tabla is also liberated.

The ornamentations such as
Khatka, Murki and other combination
of quick phrasal notes are strictly
prohibited, rather meend and gamak
are used. The beauty of Dhrupad is in
the temporal variations that are known
as ‘layakaari’. The use of different
layakari(s) are thoroughly emphasized
in Dhrupad performances. Earlier,
Dhrupad singers were addressed as
‘Kalawant’.

Textual References:- It is widely
known that Dhrupad might have been
evolved from ‘Prabandha’. [Our
musical texts suggest that Raag, Taal,
Prabandh and Dance are divided into
two sections- ‘Maarg’ and ‘Deshi’.](1)

[Bharat only elaborated Maarg



because no bifurcation between
Maarg and Deshi is found.](2) [The
term ‘Geet’ or ‘Geetak’ was later
interpreted as Maarg, and the
‘Dhruva(s)’ described in the thirty
second chapter of Natyashastra must
have been replaced by ‘Deshi-
Prabandh’.](3)

[There are four components of
Prabandh- Dhruv, Udgrah, Melapak
and Abhog.](4) Dhrupad is derived
from the combination of two words-
‘Dhruva’ and ‘Pada’. Dhruva is
something that is subtle and Pada are
the phrasal lyrics. [Dhrupad is
supposed to be originated from
‘Saalag-Sud’ (chhayalag)
Prabandh.](5)

[Sharangdev in his musical
treatise ‘Sangeet-Ratnakar’ described
five kinds of ‘Geeti’- Shuddha,
Bhinna, Gaudi, Besara(veg-swara)
and Sadharani. These Geeti(s) are
later interpreted as different styles of
singing.](6)

We know that there are
Gharana(s) of ‘Khyal’ singing,
similarly there are Bani(s) of Dhrupad
singing following particular styles and
patterns. There are four of them,
namely- Gauhar/Gobarhar, Nauhar,
Dagur and Khandar.

Bishnupur Gharana

The history of Bishnupur contributes
in the glorious past of the culture of
undivided Bengal. Some consider it
as ‘temple city’ and to some it ‘city
of music’. The effect of temples and

music is clearly observed at the place.
It is also a prime location for the
Vaishnav cult. [Tradition of Dhrupad
was maintained in Bengal from a very
early period. Dhrupad flourished at
Vishnupur, Agartala, Murshidabad,
Dacca and especially in Kolkata and
also in the adjacent towns.](7)

[Vishnupur claims to be a gharana.
Frequent visits of old masters of
Dhrupad at Vishnupur in the
seventeenth and eighteenth centuries
are established facts.](8) The
composition of Dhrupad in Bangla
language, invention of notation
system, and also making classical
music accessible to general folk are
some of the major contribution of
Bishnupur Gharana.

Emergence of the tradition

Bishnupur has a glorious contribution
in the cultural history of Bengal.
Music exists here from the sixteenth
century. [Some of the ‘Kirtan Phrases’
of Maharaja Bir Hambir of that time
are found.](9) [Some ancient
manuscripts are available that suggest
that numerous ‘Padavali’, ‘Rasa-
Sahitya’ (Aesthetic- Literature) are
composed centering the capital of the
Malla kings.](10) The Malla kings were
the nourishers of music, literature and
art. Also, Bishnupur held the flag of
Bengali culture for centuries.

[Tansen incorporated the term
‘Gharana’ in the history of North-
Indian Raag study.](11) During 18th

century, a gharana of classical music



was established at Bishnupur, the
Malla kingdom. Then began the trail
of practicing Vocal and playing
instruments as well. [Sitar, Sur-Bahar,
Esraj, Nyas-Tarang are some popular
instruments of this gharana that
glorifies its history.](12)

[When the successors of Tansen
migrated from Delhi to the Eastern
parts of India, Maharaja Raghunath
(II) of Bishnupur invited one of them,
who was an eminent Dhrupad
vocalist.](13) [He was Bahadur Khan,
son of Jeevan Khan, who was hired
by the Maharaja on a monthly wage
of Five Hundred Rupees.](14) This is
how classical music was rooted at
Bishnupur during seventeenth and
eighteenth century.

Just because we are highlighting
the Dhrupad Tradition, does not mean
that Bishnupur Gharana is limited
only to Dhrupad practice. It
emphasized the practice of Khyal,
Thumri, Tappa as well. But mostly it
has its excellence in Dhrupad. As,
Agra Gharana is known for its
Dhrupad practice but it also practices
other forms of classical music as well.

Specialty of Bishnupur Gharana:

The fundamental feature of Dhrupad
singing in Bishnupur is the simplicity.
This is the most idealistic feature.
[The use of ornamentation e.g. meend,
gamak is prohibited and the clear
pronunciation is emphasized in this
gharana.](15) [The aalap of Bishnupur
Gharana is considerably long. It has

four sections. There is Nom-Tom
incantation in slow rhythm which
successionally grows to double, triple
and quadruple.](16) [The lyrics are the
only conveyor of the melody in
Bishnupur Gharana.](17) It shows the
contradictory impression to traditional
Dhrupad that we are aware of.
Generally, we witness Dhrupad
performances, that showcase the use
of different ornamental variations of
meend and gamak in quantitative
scale.

[We are told that, Khandar-Vani
Alamkara in performances was very
popular in Bengal. Pt. Jadu Bhatta was
a representative of this style.](18) Core
characteristics of a Vani are described
as Alamkara. There are numerous
such Alamkara(s) for Dhrupad singers.
Birendra Krishna Roy Chaudhury
mentions some of the alamkara as
[dhuran, muran kampan, andolan,
sparsan, meend, aas, chhut, khandar,
badar, lahar, dahar, dagar, gamak,
lahak etc.](19)

Contribution of Pt. Jadu Bhatta

in the tradition of Bishnupur

Gharana

Jadu Bhatta, as the name is enough in
itself so is the work in the field. He is
one of the stalwart musical
personalities of Bishnupur Gharana as
is widely known. He contributed
through his singing, teachings and
preaching as well.

[Pt. Jadu Bhatta was born as
‘Jadunath Bhattacharya’ in the year



1840 at ‘Bhatta Para’, Bishnupur,
Bankura district. His father Pt.
Madhusudan Bhattacharya or ‘Madhu
Bhatta’ was a great musician and also
as transparent in instruments.](20) As
is clear, he might have been
influenced by his father’s music love.
he started learning music from his
father. [Pt. Ramshankar Bhattacharya
was very impressed by little Jadu’s
talent when he heard him singing one
of his songs with such accuracy and
sensibility.](21) Pt. Ramshankar
Bhattacharya began teaching little
Jadu right away. [After a long tutelage
of nine years he had to stop learning
because of his master’s growing age
and declining health. He went to
Kolkata after his master passed
away.](22) [Luckily he found Sri.
Ganga Narayan Chattopadhyay of
‘Betiya Gharana’ as his Guru and
learnt Dhrupad and Dhamar from
him.](23)

Dilip Kumar Mukhopadhyay
states in his book “Bharater Sangeet
Guni” that, “Pt. Jadu Bhatta was very
peculiarly particular about his
instrument while singing. He used to
take quite a long time to tune his
tanpura until he was absolutely
satisfied with the notes it produced.
As we often witness that the
musicians, either vocalist and
instrumentalist, take a remarkably
long time to tune their instruments
and accompaniments, he was also one
of them. Dilip Kumar Mukhopadhyay
narrates an incident that, “once in a

function, where ‘Bankim Chandra
Chattopadhyay’ was also present, he
was asked to sing”. [He was as usual
tuning the Tanpura neglecting the
mood and temperament of the
audience. Bankim Chandra was at
ease at first, but then Bankim Chandra
lost his patience, the two had a go
and tended to leave the gathering.](24)

[The hosts then held the charge and
brought them back and Pt. Bhatta
began to sing Raag Darbari-
Kanhada.](25) [It had such an impact
on Bankim Chandra that he accepted
Pt. Bhatta’s tutelage as is mentioned
in his biography”.](26) Also, Jadu
Bhatta first gave music to the national
song of India, ‘Vande mataram’.

[Tagore himself states that, ‘Jadu
Bhatta was much more than just an
ustad’.](27)

[Jadu Bhatta adorned a number of
royal courts of Bengal and Sangit
Sabhas of elites of Calcutta. Principal
among them were: Tripura Royal
Court and the Jorasanko
Thakurbadi.](28)

[Impressed by his singing, the king
of Tripura, Maharaj Ravindra
Manikya awarded him with the title
of ‘Taanraaj’. Also, king of Panchkot
Raja Neelmani Singh gave him the
title of ‘Rangnath’.](29)

He had a great command over
Bangla, Hindi and Braj languages as
is clear from his known compositions.
Also, Dilip Kumar Mukhopadhyay
reassures this in his book ‘Bharater
Sangeet Guni’. He was a musician one



of its own kind.
Some of his compositions are-
 [Koun roop boli go rajadhiraj,

aaju nain nirakhi rangnath
gaave; composed in Raag
Tilak-Kamod, Jhaptaal.](30)

 [Shashadhara tilak bhaal;
composed in Raag Bhairav,
Jhaptaal.](31); and many more
that drenches you with the
aesthesis of melody and
literature.

One of his well-known disciple,
was Master Pt. Radhika Prasad
Goswami, another stalwart vocalist of
Bishnupur Gharana.

As a contradiction to the
Bishnupur Gharana style, [his singing
had a majority of use of Gamak.](32)

This could be the double impact of
learning from Bishnupur and Betiya
Gharana both. [He had an easy access
in all the three octaves.](33) [He died
at a very young age of 42 years in the
year 1883 at his place in
Bishnupur.](34)

Conclusion

Dhrupad is the most ancient style of
singing in North-Indian Classical
Music. It is known that Raja Maan
Singh Tomar of Gwalior contributed
in the spread of Dhrupad. The history
music has given us so many talented
Dhrupad singers over the time. Many
maestros of different Banis. As the
time passed new developments were
made, new techniques were
incorporated, new technologies were

applied and so emerged new
Gharanas, but Bishnupur held its
tradition as its asset and never loosen
the grip.

If it had been the age of machines,
Pt. Jadu Bhatta’s artistry would not
have faded from our memories. He
was such a musical personality who
however have died at a young age but
his artistry, his singing and
contribution in musical field is enough
to last for ages. After the death of his
Guru Pt. Ramshankar Bhattacharya,
he left Bishnupur and went to Kolkata.
There he started learning from Sri.
Ganga Narayan Chattopadhyay of
Betiya Gharana. Betiya Gharana is a
Gharana of Dhrupad from the eastern
parts of India. It belongs to the Royal
Court of Bihar. It developed mainly
during the nineteenth century.

The quantitative use of meend and
gamak is the impact of his later
tutelage. However, he is considered a
representative of Bishnupur by his
birth and preliminary vocal training.
His worthy disciple Pt. Radhika
Prasad Goswami was also a
worthwhile artist of Bishnupur
Gharana. Pt. Jadunath Bhattacharya
was a great composer; laudable
laureate who wrote many Bandish(es)
in Hindi, Braj, Bangla and similar
dialects; a worthy disciple to the
Gurus who taught him and a
expressive singer whose voice
drenched the listeners in the aesthesis
of his singing.
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INTRODUCTION

The art of music has substantially
influenced mankind since time
immemorial. In fact, music defines the
culture as well as customs of a society.
Music also plays a significant role in
shaping the individuality and thought
process amongst people. Several
studies performed in the field of
educational psychology, neurology
and other sciences have clearly
revealed the importance of music in
the cognitive and psychosocial
development of children as well as
adults. According to some studies,
music and rhythm stimulation has
unbelievable influence on the cerebral

cortex of the brain. Thus, music is
necessary not only for the upliftment
of the society and its people but also
for the cognitive development of
individuals in general. Hence, a
knowledge of music can prove to be
extremely fruitful.

Most societies across the world
have their own traditional as well as
contemporary music. For example,
countries like Ancient Greece, China
and Africa have always emphasized
and understood the importance of
music. The early history and age-old
stories of these civilizations clearly
portray the presence of different forms
of ethnic music which reflects their
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culture. These cultures did not merely
regard music as an artform but as a
way of life.

Our country India, is perhaps one
of the most diverse countries of the
contemporary world in terms of both
music as well as culture. However,
this is not something new. India has
always been a hub of rich musical
forms. Every community residing in
our country mostly has its own
traditional music which is quite
unique in its own way. However, the
most fascinating musical forms are
owned by the tribes of India. Most of
the ethnic tribes have unique and
unconventional music and musical
instruments which are still unknown
to the modern world. The musical
traditions of these indigenous people
are mostly oral in nature and are
passed down from generations to
generations. However, in the recent
times, with the advent of
modernization, sophisticated lifestyle
of people as well as lack of
knowledge, these age-old musical
traditions are now on the verge of
extinction. The only way to conserve
this music is through educating the
people, particularly members of these
ethnic communities, regarding the
significance and beauty of these
mesmerizing musical heritage through
a formal training. Music education can
prove to be quite significant in this
aspect.

Music education is a rich subject
which has developed over the last

hundred years (Hochenbaum & Kapur,
2014). In a number of countries
around the globe, pedological
strategies have been developed to
deliver musical learning in the
classrooms which would help to
increase the motivation, participation
and engagement in music among the
students (Hemming-Georgii &
Westvall, 2010).

Music schools offer a wide range
of possibilities fulfilling the needs of
music education in today’s society.
Inclusion of a wide variety of musical
subjects provide the amateurs with
proper training and experience as well
as to detect and nurture talents in
individuals who go on to pursue music
professionally. The music schools also
provide an inclusive space promoting
personal development and well-being
(Alba & Gomez-Diaz, 2018).

THE TWO PREMISES OF

MUSIC EDUCATION

Most people, around the globe, are
now experiencing and performing
music in a significantly higher number
than at any previous time. Newer
technology has now made it possible
to create and distribute music all over
the world. However, in spite of its
huge importance, the role of music
education is often neglected. In this
context, the two main premises of
music education need to be discussed.
Traditionally, theorists have
considered the ‘intention to teach’ and
the ‘intention to learn’ as the two main



premises of imparting music
education. Consequently, the core
values of music education are the
conscious purpose of teaching other
individuals and the conscious desire
of individuals to learn. Such premises
of music learning embrace every kind
of music education. The most
common among this is the traditional
form of music education which is
being imparted in the schools as well
as the community music schools.
Community music involves the
creation as well as active participation
in various forms of music such as
performing as well as improvising.
This practice is still at a primary level
with respect to the tribal communities
of India.  (Olsson, 2005).

FACTORS AFFECTING MUSIC

EDUCATION

Apart from the premises of music
learning, two other factors largely
effect the type of music education: (a)
Nature of music (b) Significance of
music

NATURE OF MUSIC

Musical works usually result from the
actions of people. In other words,
musical products like performances,
improvisations, compositions and
arrangements derive their nature and
significance from their contexts of
creation and use. Even the structural
details of musical patterns like
melodies and harmonies owe their
characteristic feature to the reflections

of the music makers. Thus, music
education to a large extent depends
on the musical creativity of the
instructor and also the nature of music
that is being taught  (Elliot, 2009).

SIGNIFICANCE OF MUSIC

Significance of music in human life
also has an impact on type of music
education that is being imparted.
Usually, the form of music which
liked by the audience or which brings
a sense of relaxation and peace to
human minds forms an indispensable
part of the education curriculum.
Moreover, musical works which bring
a sense of cultural integrity are
emphasized more in music education.
Additionally, teaching and learning a
variety of music, comprehensively as
musical cultures, is an important form
of multicultural music education
(Elliot, 2009).

WHY TEACH TRIBAL MUSIC?

Music education and learning has a
long history of defending its essence
in the school curriculum and other
educational institutes (Pitts, 2015).
Music education is considered to have
many important values among which
self-growth and self-knowledge are
worth mentioning. Music extends the
range of people’s expressive and
impressive powers by providing the
opportunities to formulate musical
expressions of emotions, musical
representations of people, places and
things and musical expressions of



cultural ideological meanings. When
these range of opportunities for
musical expression and creativity is
combined with the opportunities
presented by texts in vocal and choral
works, music makers gain numerous
ways of giving artistic forms to their
powers of thinking, knowing, valuing,
evaluating, believing and feeling
which in turn challenges the listeners’
conscious powers and musical
understandings (Elliot, 2009).

Music education also increases the
motivational powers of an individual.
This motivation acts as a driver that
encourages an individual to engage
in specific activities. Recent advances
in research shows that knowledge of
basic motivational features is very
important for music teachers, allowing
them a better understanding and
planning the internal dynamics of
music education  (Susic & Benic,
2017). Now, going a step further, tribal
music education can take this entire
process to a whole new level.
Educating the tribes regarding their
own music, musical instruments and
culture can conserve this rich musical
heritage. For example, Sikkim, a
north-eastern state of India is a land
rich in numerous ethnic tribes and
communities. The amalgamation of
these tribes has given rise to a
multicultural society in the state. Each
tribe of Sikkim, particularly the
Lepcha, Bhutia and the Nepali, have
their own unique folk music as well
as musical instruments. These musical

instruments are mostly made of local
materials like bamboo, gourd, bones
etc. and consist of a unique playing
style which produces fascinating tunes
and rhythm. However, today very few
people exist who can actually play
these instruments. Even the
individuals belonging to these
communities are unaware of their own
musical heritage and culture. Hence,
a proper formal training is required
through which the knowledge of these
traditions can actually be imparted to
the common people. This type of
music education is the only way
through which this multicultural
music as well as musical instruments
of the tribes can be conserved.

TEACHING-LEARNING PRO-

CESS

Music education is not only concerned
with developing musicianship-
listenership and musical creativity in
the present, but also teaches the
students a method to continue
developing their musicianship in the
future.

The process of developing
musicianship is a particular kind of
learning process that the students can
engage in and learn how to employ
themselves. The keys to this process
are targeting attention, progressive
musical problem solving, problem-
finding, musical problem reduction,
critical reflection and the creative
generation and selection of musical
ideas (Elliot, 2009).



TEACHERS ENGAGED IN

MUSIC EDUCATION

Teachers who are musically
competent themselves mostly carry
out music education. Musicianship
and teaching ability are
interdependent. One without the other
is insufficient. Becoming an excellent
music teacher depends to a large
extent on learning to reflect the
teaching efforts to develop the
musicianship of the students facing
appropriate musical challenges.
(Elliot, 2016).

EMPOWERING TRIBAL MU-

SIC EDUCATION THROUGH

TECHNOLOGY

Music education in the modern world
is largely empowered by technology,
which plays important roles in at
many levels of a musician’s practice.
While pursuing an education  in
music, the increasing prominence of
technology in the life of practising
musicians is often observed. Portable
recording devices is one of the
simplest ways in which technology
promotes today’s learning
environments. Many musical
education programs now have
‘keyboard labs’ where a group of
students gather around computers with
headphones, engaging with interactive
musicianship skills software.

Computer-assisted music learning
can be used for musical activities such
as ear training, rhythm scales, scales
and harmony as well as other

theoretical aspects of tribal music.
While current technological systems
work satisfactorily for certain aspects
of musical training, no readily
available system specializes to the
individual needs of the performer or
a particular musical instrument
(Hochenbaum & Kapur, 2014).

THE PHILOSOPHY OF MUSIC

EDUCATION

A philosophy of music education
refers to the value of music, the value
of teaching music, and how to
practically utilize those values in the
music classroom (Elliot, 2016). The
philosophical basis of music education
often leads through the aesthetic and
praxial schools of thought (McCarthy
& Goble, 2002).

AESTHATIC APPROACH OF

MUSIC EDUCATION PHILOSO-

PHY

During the first half of the 20th

century, music education in the public
schools was often reflected the role
of music in the social, physical, moral
and intellectual development of the
individuals. However certain
influential music educators felt the
need for a strong theoretical
foundation in order to create a more
academically credible basis of music
education which led to the emergence
of the aesthetic approach of music
education. As per the aesthetic
approach, music education is largely
associated with the emotive life. Some
scholars emphasized the notion that



all music is similarly expressive of
human feeling while according to
some others, musical work alone has
the capability to excite feelings and
emotions in the listener (McCarthy &
Goble, 2002).

PRAXIAL APPROACH OF MU-

SIC EDUCATION PHILOSOPHY

Although the aesthetic approach of
music education was largely accepted,
yet some scholars discussed its
limitations and advocated the adoption
of a more relatable philosophy, one
that would emphasize “more inclusive
understandings of socio-musical
values and related educational
means”. This led to the development
of the praxial philosophy of music
education. The praxial philosophy
largely addresses seven basic issues
of music education which are as
follows:

o Aim or why teach music?
o Knowledge
o Learners
o Teaching-Learning Processes
o Teachers
o Teaching-Learning Context
o Evaluation
The praxial philosophy of music

education has developed largely
during the last decade. This
philosophy basically highlights the
importance of teaching and learning
music as a particular form of action
that is purposeful (Elliot, 2009).

Apart from the above-mentioned
approaches, two additional
philosophical approaches of music

education have been proposed: the
synoptic and the analytic approaches
(Jorgensen, 2001).

The synoptic approach signifies a
constructive role of extant literature
to formulate a philosophical
perspective of music education while
the analytic approach emphasizes on
a critical role of existing literature and
philosophical perspectives in music
education (Jorgensen, 2001).

IMPLICATIONS OF MUSIC

EDUCATION

The development of the branch of
music education provides the music
educators a common educational
terminology for articulating and
assessing the outcomes of music
learning that can be used as a tool for
teaching and evaluation of music
programs. Also due to the involvement
of music in the academic sector, music
education programs can now
overcome their long-standing
marginal status. By doing so the music
programs not only increase their
academic credibility but also translate
into a language that can be understood
by non-musicians (Hanna, 2007).

CONCLUSION

In conclusion it can be said that music
education and philosophy is moving
forward in rich and exciting ways. It
is emerging on multiple fronts as new
pragmatic and praxial philosophers
and critical theorists are applying their
understanding to resolve the past and
present issues in music education.



Accordingly, music educators now
have more sources of philosophical
insight on more topics than ever
before. The first challenge of the
music educators is to approach this
literature with a balanced attitude of
critical reflection. The second
challenge for both present and future
music educators is to use this literature
wisely during the development and
refinement of their own philosophies
of music education. Music education
and philosophy must not be left alone
to capital music education
philosophers. It should be carried out
and applied continuously by music
teachers and community musicians
who work with people in the everyday
world. Music education must not only
be limited to the mainstream music,
but should actually reach out to the
tribes and ethnic communities. This
is utmost important for safeguarding
the culture, music and musical
instruments of these indigenous
groups. More people, particularly,
musicians from these communities
must be indulged in this process for
better outcomes. The idea of tribal
music education is currently at the
preliminary stage and requires more
planning and effort.
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ARTICAL

INTRODUCTION :-
Drama in the ancient context was said
to be a blend of four components :
Speech, Gesture, Song (or Music)
and emotion. Each of these was
believed to correspond with a Veda :
The spoken word or speech the
vehicle of elemental power with Rig

– Veda, acting gestures and
expressions with ritual action of Yajur

veda, songs rooted in tradition with
the musical style of rendering the

Sama – Veda verses , and emotional
elements communicated to spectators
through the combination of all such
means with Atharva – Veda . A play
was described as a poem ( Kavya )
that is to be seen and heard ( Drshya

– Kavya). Song and music, therefore,
did play a vital role in the enactment
of a play. The songs in the play were
of Dhruva Gana class .

Dhruva songs are supposed to be
the oldest from of Indian songs which
were manifested with sophistication
of first order and musical
technicalities of the highest degree.
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Of course, these were the songs used
in different sequences of a particular
Drama, at different times on different
occasion.

CLASSIFICATION OF DHRUVA

Bharat has elaborately dealt with the
Dhruva type of dramatic songs in the
Natyashastra . He has said that they
were 464 in number, and were divided
into sama and visama. the Sama –

Dhruvas were possessed of vrttas

and aksara. The Dhruva songs
evolved from the sources of three
types of Vedic songs and other seven
types of Gandharva Geetis :-

The sources of Dhruva songs are
follows :-

RK – This is a from of Vedic song
which is composed of the line and
stanzas of the hymns of Rk – Veda.

Panik – This is also another type
of Vedic song which is rare.

Gatha – It is virtually the from
of Sama-Gana. which was created by
tuning the Rk mantras in ideal music
form, all the mantras in the Samaveda

were used as songs.
The other seven types of

Gandharva Geetis are mention below:
Mandraka, Aparantaka, Ullopaka,

Rabindraka, Ouvenaka, Prakari, and
Uttar.

The other seven types of gitis
starting from Madraka to Uttar were
purely traditional and could neither
be composed arbitrarily, nor could be
change accordingly to need. This
songs were virtually the literary

expressions to represent the ideal
models of musical structure, rich both
in tonal and rhythmic characteristics.
These songs were not composed for
any particular sequence as is required
in case of composition of Dramas. The
Dhruvas had in them five categories
like Jati, Stbana, Prakrana,
Pramana, and Nama. The Dhruva

Gitis like Praveshika, Naiskramika,
Aksepita, Prasadika and Santara

were used in different functions of the
dramatic performances (Abhinayas).
They were also known as Pravesiki,
Naiskramiki, Aksepiki, Prasadiki

and Santara or Antara . Some of the
Dhruva songs were sung by the
musicians behind the curtain. And
when it was removed the character
would enter and join the singing and
gesturing the mood etc indicated by
the song. All those songs were played
to the accompaniment of the
instruments. Thus the different types
of Dhruvas indicate the varied
funtions they perform during the
course of the play. They were used to
suggest either the entry or the exit of
a character or other events. The
Accompanying instrumental music
did, of course, enhance theatrical
effect of the scene, and, made it more
enjoyable .

PRAVESHIKA or
PRAVESHIKI – This type of
Dhruvas used to create calmness, as
it was saturated with pleasing and

soothing aesthetic qualities. These
were songs heralding the entrance of



The Prasadika once were used for
bridging the gulf between two

successive situations of contrary

emotional appeals. This types of
songs sung in Madhyama Kala are
used to express Sringer Rasa, as in
love – scenes, the first meeting of the
lovers, recalling a pleasant memory

sweet speech, joy and wonder. It is
also meant to clam the spectators after
a stressfull scenc as in Aksepiki.

ANTARA or SANTARA – The
Santara ones were used to cover the

faults in the dramas or to smoothen
over unexpected sudden incidents like
height of Anger, Sorrow,

Forgetfulness, Sleep, Fainting,

Falling down etc. All such songs
were played to the accompaniment of
the instruments.

In connection with the above
mentioned five kind of Dhruva,
Bharata has discussed about the
significance of the Gandharva,
Connstituted out of Swara, Tala, and
Pada. The word pada con-notes the
idea of a song or songs in a drama, as
distinguished from songs not intended
for the stage, called Pravandhas. The
dramatic performance or visual
representation by gestures being an
invariable feature of drama, padas
were always accompanied by
Abhinaya. Bharat has said that the
Nibandha type of padas was chanda,
Yati, Aksara etc.

In fact the Dhruvas were also
known as padas or ancient

Prabandhas. Accompanied by

a main character on to the stage for
the first time. The singing of the
Dhruva was generally from behind the
screen (Nepathye), and when the
screen was removed the character
entered on to the stage. And the actor
too would join the singing. This
appears to be the forerunner of the
Patra – Pravesha Daru of Bhagavata

Mela, Yakshagana and Kuravanji

Nataka. According to Rajashikara
(Balabharata) the Dhruva that
announces and introduces a Character,
delights the hearts of the spectators,
and helps to forge a relation between
the two.

NAISHKRAMIKI or
NAISKRAMIKA–The Naiskramika

or Naiskramiki once were used when
character left the stage either at end

or the middle of an act .
AKSEPITA or AKSHEPIKI –

The Aksepita or Akshepiki once were
at the discertion of the auther of

eminence in situations, not usually

allowed. The change, sometimes,
occurs in the character after listening
to Nepathya – Vakya – the speech
behind the curtain. Along with the
change to the mood, a change in
tempo also takes place – from slow
to quick or the other way.
Abhinavagupta illustrates the use of
Akshepiki sung in fast tempo
(Dhruta) to indicate the change of
mood of Sri Rama from that of
sadness (Shoka) to that of heroies

(Vira) after listening to Ravana.
PRASADIKA or PRASADIKI –



Tala, Yati, Laya, Chanda, Rasa
and Bhava.

CHANDA :-

Bharat says the Dhruva cannot be
without Chhandas (Meter).
According to Natyashastra, Chandas
are discussed as an essencial part of
Vachika Chhandas with that on
dramatic plot with script ( Pathya) and
he also says gives a structure to the
word of the Dhruva song .

“Chhandamsi Pathya Nibaddha.”
The Chapter 16 of the

Natyashastra discussed the practical
aspects of chhandas illustrations of
Dhruvas set in different vedic meters,
which were -

Gaytri, Jagati, Vrhati, Anustup,
Tristup, Usnik, and Panik.

This seven metres emerged from
Varundeva. It is said in Aindrakanda
of Sam-Veda.

“Varutthotavareene Chandyam
Vacah stotram Rajasu Gayata”.

255

LAYA :-

Laya literally means binds the
emotion of the song with the tempo .
Laya signifies the speed or the tempo
of a song or dance. The Natyashastra

in chapter 19 described how the
emotional content (Rasa) or the mood
of a Dhruva song could be best
presented in a certain laya.



Nowadays, advertisements have
become integral part of our life. They
appear anytime and anywhere forcing
us to make our choices unconsciously.
Interestingly advertisement not only
advertise for the product, but they also
convey many implicit messages and
communication to its viewers with the
application of codes in the
advertisement. To decode these
implicit messages presented in
advertisements, semiotic analyses
become indispensable. It offers insight
and tools to explore the deeper
meanings these advertisements tend

to convey to its large viewer. Semiotic
tries to deconstruct and decode the
mythical structures of advertisements.

Theories of Semiotics:

In the modern societies, where
advertising agencies adopt various
means and methods to generate
unconscious desire in the targeted
customers, semiotic plays catalyst role
in the decode of advertisement.
Ferdinand de Saussure, the French
linguist argues that the sign consists
of two parts. The first part of sign is a
signifier which are made of a sound,
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an object or, words and second part
of the sign is the signified which is
related to Concept, a meaning or an
idea. According to him, the
relationship between signifier and
signified is usually arbitrary.

Judith Williamson in her book
“Decoding Advertisement: Ideology
and Meaning in Advertising” (1981)
explains how the meaning of signs
are willingly transferred into
mythology in advertisement to give a
meaningless product, some meaning.
According to her, three points are
important to semiotically analyse the
advertisement. These points are-

1. The co-relation between
signifier and signified is non-
sequential. They are linked
because of some formal
structure assigned to them.

2. The activeness of viewer is
important because it is him/her
who has to make the transfer of
meaning to product possible. In
the absence of viewer,
transference of meaning to
product is not possible at all.

3. The element from which the
product acquires its implicit
meaning, it must have its
significance in the another
system of meaning.

Williamson believes that in
advertisement, product produced
creates a distinction by innovation of
false categories. She terms this as
ideology (Williamson,1981, p.13). We
as viewers, unaware of ideology,

participate in the creation and
interpretation of the meaning
believing in already knowing the facts.
Thus, viewer unconsciously links
product’s signs, symbols and creates
the meaning as per his/her
understanding. Williamson calls this
as the currency of sign.

Furthermore, Williamson points
out that with the combination of
denotation and connotation of sign,
sign in its totality points to something
else. This something else has been
called referent system by Williamson
(Williamson,1981, p.33). According to
her, for the product to symbolize
something, the viewer should have the
knowledge of this referent system to
complete the transference of meaning
to product as wanted by
advertisement. she also points outs
towards the meta structure of the
advertisement which consists of two
system (1) referent system (2) product
system. To make product totally
deciphered, viewers are required to
know about both system presented in
the advertisement.

Similarly John Berger in his
seminar work “Way of Seeing”
expresses that seeing comes before
what we know. Therefore signs tend
to deliver some kinds of messages and
generate some kind of meaning in the
implicit way. According to him,
difference in the social presence
between men and women can be
easily accessed and observed. He
argues that a man’s presence may a



connotates what he can do to you or
for yours, whereas in the case of
woman’s presence, it can be
deciphered that what can be done to
her. According to him, woman
watches herself being looked at by
viewers whereas man’s presence gives
the impression of action. Women’s
sense of being split into two i.e.
surveyor and surveyed turns her into
the object of vision. (Berger, 2008.
Page. 41) Extending work of Berger,
Sara Mills, another semiotic theorists
point out about the fragmented body
part of women being depicted in the
advertisement. She argues that
fragmentation of women’s body parts
tend to depersonalise, objectify
women’s body to cater it for male
scrutiny (Mills, 2002, p.6).

An understanding of these theories
provided by these scholars, enable us
to read the meaning of advertisement
in its entirety. Here application of
these theories are meant to provide
semiotic analyses of an advertisement
which is to be explored in the next
section of this essay.

Semiotic Analysis Of A Luxury Per-

fume Advertisement ‘Mon

Guerlain : Eau De Parfum Intense’

In this semiotic analysis, the
advertisement of ‘Mon Guerlain: Eau
De Parfum Intense’ has been taken to
explore the working of the
advertisement and many encoded
underline meaning beneath this
facade.

The advertisement of Mon
Guerlain was launched in year 2019,
featuring Angelina Jolie with Guerlain
perfume. Guerlain is vintage brand of
perfume having its origin in Royal
France in year 1828. As an older,
classic, perfume brand of France,
Guerlain is very popular with young
and middle aged women. Interestingly,
Guerlain as a French word means a
strong minded woman.

In this advertisement we can see
that there are several elements which
are included such as an attractive
woman, a bottle of Mon Guerlain: Eau
de Parfum Intense and the
background. There is prominence of
light colours on the advertisement, as
white colour of background, blond
colour look of the featuring woman
and light pinkish colour of the
perfume bottle. The whole hue of the
advertisement is mainly light, soft
colour combination. All these visible
elements are signifiers of the
advertisements.

The blond haired beauty posing
erotically in the scene enchantingly.
A very subtle, light, soft makeup that
is perfectly bending and matching
with the light background of the
advertisement.

One glance is enough to notice in
the poster is that the model is not only
a female but also appears, elegant, rich
and strikingly beautiful. Any one, who
has ever watched Hollywood movies,
will instantly recognise that the
woman featured on the poster is none



other than Angelina Jolie. with
recognition of Jolie, more visuals
automatically spring up in the mind
such as rich, famous, desirable,
adventurous.

One glance is enough to notice in
the poster is that the model is not only
a female but also appears, elegant, rich
and strikingly beautiful. Any one, who
has ever watched Hollywood movies,
will instantly recognise that the
woman featured on the poster is none
other than Angelina Jolie. with
recognition of Jolie, more visuals
automatically spring up in the mind
such as rich, famous, desirable,
adventurous.

Advertisers need the viewers to
draw a parallel between the qualities
of the beauty, elegance and status of
Jolie and the product they are

marketing for. These are some
signified concept of the campaign.
The light, soft background of the
advertisement also has a connotation
that is it brings freshness and fresh
air to people just like the soft, unique,
mild fragrance, this perfume brings
to its customers here by making them
more special among ordinary people.

Similarly presence of Angelina
Jolie connotes the fact that, women
are not just home maker anymore.
Empowered with more money, power
and recognition, women can be maker
of their own destiny without the help
of any man in life. She can be the
epitome of a free woman, in terms of
strength, dare and courage.
Advertisers want that the Guerlain’s
customers buy this brand’s perfume.
By depicting the strong and sensual
woman, it claims to be the champion
in showcasing the multifaceted
passion of femininity. Hence the
association comes that ‘Mon Guerlain
Eau de Parfum Intense’ is equal to
free spirit and multifaceted passion of
women. Wearing this perfume, women
can display their luxurious taste,
money, elite status as well as passion.

Another thing to note here is the
facial expression of the Jolie. She
looks confident strong willed and
unapologetic woman who does not try
to hind her vulnerability in fact,
embraces it with confident look.
Breaking free from tradition, she
appears as the free woman owning
her life’s gear in her own hands.



Through this way this perfume draws
attention of its targeted viewers to
share their passion and affirm their
ardent persona just like Jolie.

There is another factor at play that
is, this model is depicted in the
sensual way. Her almost bare body,
slightly open lips and deep eyes
straight looking at the camera
accentuates the sensuality of the
model. People can easily see her
flawless, radiating tattooed skin
revealed in the scanty sheets and they
feel captivated by this image. Jolie’s
almost slipping sheet depicted in
poster, which she appears to hold with
her one hand, may symbolise that a
modern woman does not afraid to take
risks in the life to be the decision
maker of her destiny. Though, slipping
sheet can have its sexual connotation
of woman in indulging sexual
activities with another man. Similarly,
demonstration of her bare back and
slightly tilted, side face make the
audience perceive that the woman’s
body language is slightly suggestive.
Jolie’s body language embodies the
product’s quality advertisers want to
tell to their customers that the Mon
Guerlain : Eau de Parfum Intense is
sensuous but in a classy, elegant way.
Her long tattoo showing on her bare
shoulder and back, depict her as
strong, freewill who can carry her
sensuality boldly.

The image of a pretty sensuous
woman can speak million word
without uttering a single word. The

minimalistic clothing, simple soft look
and casual hair style of woman
signifies the social status and higher
class of the woman.

In the right corner of the poster, a
shining bottle of ‘Guerlain: Eau de
Parfum Intense’ is shown. The bottle
of mon Guerlain is featured with a
pure and eternal style.

It echoes an alchemist is bottle,
which is artistically beautified with
luxurious glass weight and glass
adornment. So, the design signifies
luxury, wealth and art. Guerlain is
inscribed on the bottle, which
becomes another sign for feminine
beauty.

Along with the print
advertisement, a 45 seconds video was
also released during the launch of
‘Guerlain: Eau de Parfum Intense’.
This video starts with a voice saying
“wild thing, I think I love you” along
with depiction of Jolie, moving in
silky sheets and wrapping one of the
sheets around her apparently nude
body. All this setting connects us with
Jolie’s daring and adventurous
appearance signifies strong willed
women believing in herself taking the
course which many people afraid to
take up in their life.

Alongside her glamorous,
sensuous persona, her humanitarian
actions such as visiting war torn
countries, adopting and raising kids
from different countries, never afraid
to speak her mind and living her life
on her terms, rightly place her in the



league of beauty with compassionate
and strong hearted category of people.
So here, her experience of emotional
journey has been transferred to
‘Guerlain Eau de Parfum Intense’ that
is also presented to depict the same
emotion in it and this perfume
aligning with the her boldness.

If we look at this advertisement
from the semiotic theory presented by
Judith

Williams. We see, this
advertisement fulfils all the terms and
conditions of her theory that has been
described earlier. We see, there is no
exact co-relation between the signifier
that is the product and between the
signified, presented through the
presence of Angelina Jolie in this
advertisement. They are linked with
each other in this advertisement,
because they are in the same frame.
Similarly, the presence of Angelina

Jolie in the advertisement of ‘Mon
Guerlain’ symbolizes something that
Williamson terms as referent system
(Williamson,1981, p.33). Along with
perfume, Jolie provides the
opportunity to represent the gamut of
emotions and qualities associated with
her to the product. Though, it is
important that viewers should have the
earlier knowledge about the qualities
and emotions which Angelina Jolie
represents, to understand the message
in the same symbolic language. This
is what is intended by advertisers.

Viewer’s knowledge about
Angelina Jolie’s personality, will

effortlessly transfer the meaning of her
presence, along with perfume to the
bottle itself. This is how in
advertisement, a beautiful lady and the
bottle of Guerlain signify the mental
concept of Jolie and perfume
respectively. This kind of symbolism
has been called first level of
denotative level. According to
Williamson’s theory, the sign of Jolie
and perfume signify the connotation
of be strong woman and luxury. So if
anyone want to be like Jolie, the finest
example of feminine beauty with
strong personality, then one should use
this perfume as this can give the user,
an irresistible beauty.

Similarly, as per the theory of
Williamson, use of the classic, royal
fragrance of Mon Guerlain, certainly
creates an illusion of upward rise in
the society in psyche of viewers. We
now know that Williamson calls this
ideology which operates as an strategy
to encourage people to buy this
product. Its purchase gives impression
of high status in the society to the
people who are using this product.
Therefore, combined together,
products, signs, symbols presented in
this advertisement create a subtle
meaning for viewers. This can be
called currency of sign as per the
theory of Williamson. This is what,
we have seen in this advertisement,
where Angeline Jolie’s presence,
represent a value in her interchange
ability with perfume and in return
confers value to viewers as well



(Williamson,1981, p. 43).
Finally when this transference is

completed and when customers
eventually buy Mon Guerlain Eau de
Parfum Intense, they automatically
tend to acquire the brand’s meaning
and in turn join in the remarkable
journey taken by Jolie. Through this
transference process, they associate
themselves with a strong willed but
sensitive, sensuous woman like
Angelina Jolie thus hereby
transforming themselves into better
human beings.

With the alignment with the
celebrity who, in the psyche of viewer,
herself is transferring into the product,
as a result customers/viewers also
transform themselves into the product
This exchange between viewer and
imaginative subject of the
advertisement has come under the
definition of appellation, provided by
Williamson (Williamson,1981, p.64).

We can also find meta-structure
in this advertisement 1. Referent
system presented with the presence
of Jolie among others 2. product
system (Williamson,1981, p.42),
represented by Mon Guerlain’s rich,
royal history and association with
luxury and

one of the best perfumes, within
the best perfumes of the world.
According to Williamson to fully
understand the complete meaning of
the advertisement, viewer should have
the prior knowledge of the referent
system, as well as product system i.e.

status of product. Empowered with
knowledge of this meta-structure,
complete meaning can be understood
by viewers which is the ultimate aim
of advertisers themselves.

Furthermore, the bold, sensuous
look of Jolie looking straight into the
camera in the advertisement appears
to be objectified Jolie, for the male
gaze. Though the prominent target of
the advertisers is women but though
objectification of Jolie, they must have
wanted to attract the attention of men
too towards the product. So that they
(men) motivate women in their life to
buy this product. We can draw this
inference from this advertisement,
though there that is no man presented
in the poster through the application
of the concept of absent man provided
by Williamson. She elaborates the
concept of Berger where he emphasis
on different position of man and
women in the gendered social
realities. Irrespective of man’s
presence or absence, Whenever
woman appears, she watches herself
being appeared and looked at by the
people especially the men. And this
is how, she turns herself into the
object.

In this present advertisement,
there is no man presently beside
Angelina Jolie but according to
Williamson, there is no literal absence
of man. In fact, conspicuous

presence of man gives him a
pervasive presence in the
advertisements, though he is nowhere



in the advertisements but woman’s
body has to serve him as an object,
available for his gaze to appease his
sensual appetite (Williamson,1981,
p.102).

Angelina Jolie looking beautiful
and sensuous immediately becomes
the object of male desire in her present
look. Her eyes looking straight at the
camera does reinforces the idea of
women making efforts to please her
audience especially male audience.
This sexual desire becomes an another
connotation, though it is subtly hinted
in this advertisement. Similarly, the
words used in the name of perfume
i.e. Eau de Parfum Intense also
symbolises sexual and sensuousness
of the model.

It is true that without knowing
Angelina Jolie’s advertisement, half
of the meaning of the will inevitably
lost. Jolie is the leading actor having
many humanitarian efforts in her
name. She is sexy and charming with
great forces and persuasion. We know
that the most important aim of the
advertisement- is to persuade people
to buy this product so popular star
like Jolie becomes almost
indispensable element in fulfiling their
aim. Therefore, many advertisements
associated with luxury choose popular
star to symbolise beauty, success and
simultaneous persuade people to buy
the product to encash their fantasy
about leading a luxury life as their
popular stars are living.

If people do not know Angelina,
still this advertisement has
international appeal.

The image of an sensual, attractive
classy lady is not necessarily intended
to reach audience of same quality.
Instead, due to fantasy generated by
this advertisement in the psyche of
viewer, they find the impression that
if they use Guerlain Eau de Parfum
Intense, they can come little closer to
this fantastic image created by the
advertisers.

Conclusion: -

In the conclusion, it can be said that
semiotics has provided enough tools
to understand the meaning of any
particular advertisement. In the
present-case, efforts have been made
to incorporate theories of Berger and
Williamson to semiotic analyse the
advertisement.

Now we know that when an
advertisement uses symbolism like
used in mon Guerlain:

Eau de Parfum Intense, we can
see that, better with little text, it can
bring forward several elements and
aspects of our individual psyche.
Through this, they can pursue us to
make choice and decision to purchase
their product.

They create a myth to their
targeted audience. From this, we can
assess that the focus of this
advertisement and advertisement in
general is not on the quality of the
product. Instead their focus is more



on fulfilling the vision, symbolised by
Jolie in this particular advertisement
that their customers are looking for.

The ultimate message of the
advertisement is to show the targeted
viewers that they can also be like
celebrity by using the product and can
fulfil the vision for themselves.
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