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Prof. Sudhirkumar Saxena

Prof. Sudhirkumar Saxena was born on 5th
July 1923 at Aligarh, U.P. He learnt the art of
playing Tabla for years from Ustad
Habeebuddin Khan, the doyen of Ajrada
Gharana. He dedicated his entire life in
rendering expression to this art on different
platforms, but within the staunch discipline of
Ajrada Gharana. Sudhirkumar Saxena was an
extremely humble person and one of

the best Guru one could ever meet. As a teacher, he never declined to
teach anyone, he also had graduated in Political Science. A Special
event happened in the history of All India Radio that Prof.
Sudhirkumar Saxena was selected as an “A” Grade Artist without an
audition.

Prof. Sudhirkumar Saxena was the first professor in tabla at a Centre of

higher education. Prof. Sudhirkumar Saxena retired from The Maharaja
Sayajirao University of Baroda in 1983 as Head of the Instrumental
Department, after serving the institution for a glorious thirty-three
years. In his long career (1945-1995), Professor Saxena participated in
the major music conferences of the country as a Tabla accompanist and
also as a soloist. Professor Saxena delighted not only the audience but
also the main artist as well, be 1t a musician, or a Kathak dancer. His
disciples are scattered all over the globe, some of them being
distinguished academicians and artists in India and in other countries.
The Central Sangeet Natak Akademi (Delhi) published his book “The
Art of Tabla Rhythm Essentials, Traditions and Creativity” -in English-
in 2007. The Hindi version of this book was published in 20135.

Prof. Sudhirkumar Saxena left for the heavenly abode on 30th
November 2007. In fond memory of Saxena Sir, carrying his legacy
forward to next generation, the Department of Tabla, Faculty of
Performing Arts, The Maharaja Sayajirao University of Baroda is
organizing a prestigious festival “Prof. Sudhirkumar Saxena Janma
Shatabdi Mahotsav”.
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YR Wifia & wRiH arenl &1 sfae™ vd fae™
Dr. Akashman — Assistant Professor
Department of Tabla,

Institute of Music & Fine Arts,
University of Jammu.

TS FaHd & ATUR W B A WHRT S § | 3G1 §RT IR F HROT
B Wid 1 afee oeT ofraT 3, dfed g gt R Witd &1 UreiHay g §
| 3fct: afge g & & ifia Aaeh arell ot SRy auT W1 &1 Funef feoy
TS Biel § | RiY 9vaa1 & 990 arell & Teiy § Ui e e € | g
BT AT B, b arg Tt 318 7 Uk 3 T SR SWraT T Hudh oY
R g3, I U Yax R AgRAT IS 331 o wiguf sg1is &1 LR
g4l I apd B fear |1

31 TR AERA} Bl A1 BT T B S WUl argHUST H Tee 3R ST
=0 ¥ e & | 550 71C 7@ ¥ gAR U BA-gR 3 g # Iar
A R, S B MR a2, o wRur ifid o nfe 9 3id & W WBRT
ST 8, 381 HRON § iid &1 It w1 A wrer o1 T 7 e e o
T B | AT Bt WA b T & Gifid BT A a1 Y WHRT 7T |
T 3 AUy T & Y HRAd @ & AIH § 99 9 I9G B UK
e, it acdar & ot IuhT €1 e § | Yd, WY d S0 g1 @ drell deh)
T B UG B 3, S Afew g H ot yafera ur

T & W & fIBrT & ry-Try it off fawfia sik ufkues giar o et
2| Tfid &1 St I WEY U BT @, 98 ISl & R 8 I AdH
AMISHRY 3R dh-11eh! 1 &1 IR § | 3T TbR URdTg Tifid & arelf &
fawg & ot qe U 81 § | SRy & fawa § S YR & arei b 7w
B © o, T gRT a¥gai & TaNT U oM ¥ I g9 arelt el &1
34T forar T, o wrenm @ Wifta guf eafaf o g3t oiR arel @
IR ARG P TR HHG Bl UD! | ATl BT YR Aifid & 3faild
fafRry =M & | YRl Tita & arel i Safy & e & uriore quw et
U 1 8, TR IS gR1 a8 e RT 7 B, b g arelt b Seafy b
PRP g | I s BT IR ag YT GRT A TS 5, AT g BT Az
31ef greTTa Nt TR SIaT © | el & e gRT HId 8iaT 8, b areli &
T, JIfes AT ST & A 4 ot S S § | o WR el gg e @
gawgma@awnm%gmﬁﬁa@mﬁaﬁ ST ec YANT
TR

AT e 1 37 31 AfSa T 3reTd gRT a1fed fhT ST aral arenl & g
T ST Wl § | S HT I8d dal §RT WISHRT A1l 5, Fifes T &
IR GRT T 9 TR TG DR ¢dl P WA o Wid DI TR & /T S

1
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ofT, o ISl Bt GG 7, SHTIRTHAT SR T DI I BT SIRY
BS, SN M & 1Y I 3@ HId HIYF |, 1 d 99 I} & Sy auT T4
foba o ot &t 31l 8 R aTell &1 TRNT BIdT 71T | 39 UHR WA
P H B3 YHR P aTell BT AT THI-JHY W gl 747 | T RS B
3[IUR Hel 1 B, fb arell &1 TNt amft & R WR T 3IRY g3 T |
RIAE BT & arell Bl UG UG 9 OF THG! & & BT TSN B
?q o S o1 enfifes araarsfl & SIguR arell &1 SdRI BT HRS adl
oI gefieR, o off Y g g Wira Rig B SHEE oI arel | Jeferd A
ST g | 39 3 AT & SFTIR AW RT 30 a1 B! Sifiyeafad o1 Faa
PR B W1 U BT YART fmaT ST o1, daMd A9 gRT aTEl &1
STTASHR BT SRY g, Fordas sicrfd ag foret off avq g1 eaf+ Iua o
3T UG DI GER Afad dd Ugd BT B B Al |

= A T 9T BT fa™ SR BT T SiR Sa=adhdl & SI9R & are
1 fTor T SRy 81 T |

RS Fd I HH< B 8T 8-

3Tga: mgadfa fgfaen arew

Hiswrgd: vafaw AreRg uRkPifda: |

@) NEARRSAYTI 14
3ryfa e % <) g e B, 3rTed R 3med| Ay & qui fpar 8, b A1g
RS, T, TG TUT YRS BT oIl & | d10m 31fS Tt aref bt uft &
T o1 B, =it 3nfe Y arey argt ot Ao B g 3nfe arey e Y Aot A,
TOIRT 311 arey s ot Juft & JuT urad) 9ot 3 eafy ford TR 1 Joft
T 3@ S g
OF 4 & e TR SIEISaUIia & 3idid U8 qui U giar ¢ fob i
TS g8, S a9 Heugefl B J TP UT, & gRI 8 IS IR UHR & arel bt
I g% | 20 Wb R Gfid IR & 3icid qufe UTed g @ fob-
qTE S&TAR IR YT
T DIgPHdl Adl Wit gae ARG 115

YTA- 1AM 19 A 57d €&l GRT BT ST 38 T BT &Y B & 916 gU &
DI U B &b I Y ARG, A=<, Wifd, TGF gRT dTell BT SUIIT foban
T 3T AT Ria &Y 2 B & B, Wifd, TRE 3R =<t 3nfe gfat
Jarl &1 Ffa foar mm

T aierg 9T Teaton 7 Ry

3T &g farn 9= fag: 11

2
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fetTaaR Mg wddar fardri e
3yfq- arell & T & we1 T §, fb <at & o aq arer, Tiudf gg IR
T, MR SATTG BT TR A arell & a1 fhaR! & forg & °= arlf &t
il fasam a1 § 9 URgd auiF gRT S BT §, 76 Shd arell &1 ST
Tt i 2t T gRI g1 <] |
HIEd St GRT AT Ufe UbR P e U 8-

YT ¥ Tgul @ ffaed 9 7d wd
Pleaw Td BT U941 aTeda T117
IRE G gRT A I 3 -3Fg, dd T g AR B |
ARCHd ATHvI arf~ore T+ FruT aTeraeony 18
gfad g gRT 9/ IR | H-3Fg, Iq, 99 9 gk a1 &
a%ﬁqgamaaaﬁﬁﬁ?%ﬁf o aTg Pifcia 1
TefY *Rd gRT e IR UHR & T &:-
uﬁqama'gﬁumlw
R G R aTE & 3ire B g e TE B |
aa%amaaaﬂgfﬁ?ﬁam
Tgfdeiq farawTare aeonf=aaag) 1
1Y g W G gRT arell & A& 1 oft HET T g -
ad aiPpd JaHATE g WD |
U+ aTeRg fagia: giRRT a1 Iwd 1112
HYTA- T Tl 1 o=f a1, SfaTeg aTell 1 YR aTel, ° dTell bl Tt are
TAT R Il Bt 9= T BT T |

3G UPR THI-JHY TR 3aGhdT P 3T dTel &7 ifashR BT 74T |
WWW%WW%%WWWWWW%
forTe aTell @t aR AR Ure g § | S PR Wi d XaTe] 9iid & fedig
Faffie meayyl 09U & U H Ui gl § | Wd @R & Siid §o
A & U H gy S Ui gt g, s Wy U ¥ IR YR &
qTEll & <X 1d ¢ | Sifid AR b faTid GauUH <8 UHR P alon bl
I Bt &, AT 58 UHR & AR il &t wifta gt § 9 o a=fa
15 THR] B! fIR J B8l § TUT 3 UBR 959 UBR P 3Ma-g drai g
3T YHR & Y ITef BT T JuiH YT g § | 5 YR Ui arell & &3
WEY AeT § Wi @R $ A1 I uRalRd 8id § | 9l # 9R
forr 7 fquiforg Hrd gU 3 aTe, YRR 91, Sra-T aTe YT O a1 i
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1Y I &b e 3R 1 BT UTS fobat ot § g 8 dR WR ofie )
| 3=y fRIep RR BHET BT Ugd TR (AT §-97dT § Al alHl ST
U716 3R 3P STC, ST BT 31T B P foIT TedTied Hd 3|
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A} T B U1 Ud SUF Ty B TR B 1 T U 81 ued
DI D WE I USRI IR & T WP & AT BT 3eqTT Al
3R § R TRt el U & AT T8I Teed TGl § 1 HUF T
Td 9 UsbTaaled 8, 99 HABR U1 Uhd I a7 alG- Rl g, ad
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3T AR AT & | T § R TIfid T UHTd.

YR it Rew & e 39 o1 Aifde W1 &7 3na/ 811 3 Uiy

F ryh 1 g a1et Ugd ¥ & 30 IR [ad B, 3R 39 forg O
o=t w7 T W ARA |

T Fifid AN SR 3R dida & Tt & Oikd § | SR i, SR,

=t Tforep A 37 fARIvaT § | 37T Tt Soi & forg U fafdr faify

UGfd BT 3T BidT & ford wIh e H8a § |

Ty Tifid o} faRiar a8 § &) 99 U gqarasit Tifid & T gt §

I W e & 3fid faftag fbar smar § 8k 39 918 399 Big

A4 faan gt S | 1 IuS 3T F e [ISw HH e & |

P AT J $ide (R die), fifFHR dicw), Ifafsau dtey)

St g T SUUNT fHar ST g |

HRJT IR GTid RO g8 T I, 1l 3R {1 Ue id € | T &t

T 1 a1t g SR § s YR & Hig i 8 wwd € o Rk T

gﬂﬁmaﬂ@fﬁmﬁmm%uﬁwﬁm&mﬁﬁmm
|

TSR Q00-Quo T Jd dd HRA Hifld IRURT I8 Ryt % gt 51 a1 |

T1e # fagH! gr1 39 oo &t fofad $ud Ja9dq w1 & fow yRdig ara,

I UaH SR oI fore & fore uas fawry faftugdt &1 fAmfor fasar mar o
IR fegaarm Gifid @ &= faum™ v g1 Su B urar S € |

17



iee gvgeT ISBN: 978-81-956774-3-6

YR AR Tiitd & 77 &l forfiogd § 2. wraws faf ugfa sik 2.
g o ugfa.

3T Ugld § o1 &1 Ugell A F fag X @l & forg o, favm & forw 1 39
ST TN JRT3N BT SUANT fb T ST & |

39 fifiusdt & yRdla W ftd & A, e ok T 31 9t sfe= wad
USRI Bl forge ITHT 94 b a1 | 3P BEer e Tifld
faemifel B g1 w1 |

39 UG ¥ T A 3 ot gon 3t & fIgH FaeR U axi § SeR
3T HAT TG B 3, Tl 981 S HABR TaH Wid ID I HABR
D1 G At T YT SR THST e A | 39 T 39 Ui gRT HRATA
FABRIA U TG DI IgT & G P! BT YR W & Ui aa
a1 A v e & forg ok famam |

YT SN & HABR a1 Gifid IR¥eb S YR Gifid TReT1 T18a § 39
fore uRdtg Tfia foft uefa @ e o) T emae |1 mam oik X8t &1
3% HTG 3R IUS ST BT <t a1 T gRT Udel =0 F ot gof gt g

39 o7 g Thd © 1 I Wi &, ol a1 €, d solai ¢ |

IR fergear wifiq F,

" GoTaT & al ST ST g |

3R T ol Tl PR Tl ST ATl Tt ot Teh URTRT & 1 T3 g1 fafdad
ﬁ@mm?uﬁmﬁm&;@m%ﬁ@ﬂamﬁwﬁamﬁﬁ
A H Uy M F SR et H YR Gifid wad T B IR
R & | 3R 981 & &) BellbR Jgic faemifen o e g |

31T ATBRUT 3R AT UeHT 3R FRa=T I 81 T € |

I SN H S HABR 3T e & HRA Iid Ta 8T 8 al AT
3O 7% F S URA | § I e U Rl § SR oo faemff & off
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A & 7T 1S T T8I BT SR WTde THRT T SR Ie7M | ST Fia
o5 R1en & Trgpa gerch vd To-Rrsy woRt 8 st A Wit § ud 3uet
DS G fadbed g & el |

weof Tt :

Gifid foeRe - 98d

Hiftd & TR, TR 3 Wi, SH-WR 8¢

U - Wiiid wenfasR

AT Ui, YRT ¥ — gRys farad
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Jay Shinde - Assistant Professor (Violin)

Dr. Vishwas Sant - Research Guide

Department of Instrumental Music (Sitar - Violin),
Faculty of Performing Arts,

The Maharaja Sayajirao University of Baroda

TRATIAT

TEATS BT HRAHT Sfaer 3@ W fafed giar 8 & ureiH &1a 9 snyfis
AP, eI arel, UTfifer SR FrAres Tffafi & wfid g, TA
1 HT 3T & T8 |

TETS aTe U HR a1 B 1 IR YR BT ARER a1 & o wes, 9,

WAL, 1, 18 3R I 19 ¥ 1ff YHRT A 51 39 a1 ST &af,

TS 3R Ufds HIGISH Pl §HIT 3G H JgAS Bl & | T HRIPIT

%wmmmmwawﬁmmwmw
|

TS aTd, 7% e TRRT 4 8 31 §¢a1 8T & SR TRAGR T2 370+ 13-

Ry ggfa @ Wr-g-d wu A € Ren gF HRar 31 e Teu-fafy,

T AT , B e 1Y), Tgad A &1 90,0 a4 Bt fafd, qur

T AR At § 2re11s 1101 317 Sigall €1 S BIe] &b e # “TRIRNTT

?&w B Ud AY AT A1 B 1 MYAH BT dob, TgT URURT Ik 3T g
|

FeIe] SRIM U YR WRI & =0 8, TRAHT Sl ¥ | IS el W8 bl i
Sfaer IR fay A uRig B | FSie1 TRIM B, MHH-a16A-Jd-Ted 31 qaft
YHR 1 f3e S o) et /1 S8l TRM 7, 8 uififes 3R griiors
I | XeTS I SSIT ST 7| Seiel ed H, Iiitd & fore 7R @,
FHAGd DREHT TUT TR B g I TS |

TSI NI W FAIRIES F HERIY & WeAls alGH, Ufsd U
TSR I STHET Hrob AT f&aT| U, TGRS qHgHR it - T Ry
TRORT TR FRI&01 & W-1, 30 19148 "FATs ATG UISHIST" (HTT
19 4) B I HR T BT YHTRMA (641 | IgH 39 THI 618 BT g
Rrgror ot g TG | S I HA TS BT el At AR B I AR
TTid ugfa ¥, TAra-3i ¥ et 1 YE foan| YRR qers sfog
TS RS TR & 1Y W6T8 &1 G9g &0 B g I8 | o1t Ferer &
FIeT 10 GRAR 7, 1 UiSd St Bt T FRIsg IR S8R, 376 HH 3R
TRRT BT 3o Hi M A @ R |

TS 100 WIS UG TG XE-TS A& B, TS ey IRuR1 U9 FS1eT A8
BT &0 UGl N, I THADTA BT B 3R AR BT UT| ISI&T1 7 TS
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e WY WEAR e gian o1l iR ¥, Mmawars, fRie, fR1d, 1Ry,
3T R

IR I B, e U UK SR GURIG a1d § | HRAT TRIRT $9R,
T WIS a1 ST, enfifer 3R o nfafafir & aftiferd S, T
1 H© 37 S AT 5 |

Y[ETS aTE UTEH $Id I Yfid &1dt d, % R oS Riars
3R SIS Wt 81 7 R TRt YR 1 e ugfa &1 ufafaw 31T
YA § ff A AT ST 3| BT, e BV ST 3= A § quT M
e H IAPBT SIHR0 PR & | -1, TS B MY HRb , AP R
et} Bt e it R B

-y IRoRT g ueerdl, T oy Ay At s o, o R
3T T & 1Y I URAR & FaR B1 e Ygdl YT 3R FRI&T U501
7| 3T TRINTT &0 geerch & 3 Q _Hd IRURT FH 81 TS |

FSIGT BT WGATS e RO, FERIFH! TR 1 U [N 5 | TSIl TR],
T GEPRI TR & 0H Ug=H ol 2| I9iar 8, &% 41fife 3k qrfore
IHA W, WX & GBI IR XdToll W Ya6-1NMH, XEATS G- gial ATl
TOTOER-AaRIA-aTell quT g SR R, &% Ui ®Id aur AfeRy A
Y618 dle URTRT FATS il 2ft| ISiar B XgATS arg 8R! UaR o Igdl
U7l SSIeT YRIH | eTS I HY, YIET RIF 31 3T 97, W ARG
TRHars &) Sl B |

ol G-I B 1d B dl, S9Ial WY IR | JIOIRIE MAHATS =, 30
Ryaraa &, &3 fanrel TidsR & A ST T auT GaR! SideR] J
R g S 11 3y it U &, A wry Hifid & faer 8 SiuA Sru
fargd & Hied WHT, “Hadd SREMET *, AT T T~ St G S8 |

" MR B MAH-a6A-Jd —Ied  ded ave aral &1 Hf Rrarr Srar
U7 | ¥ & HATS Juide gHTs arg TR * BT fewan gt ol §giat
TR Y1 SR TTHIfSIS AT 8 , IS IHaTe X618 aTe &1, WRel ™
it & yarg §, IfEfed faar SiR S o 90g IRORT &t =g STat|
RIS AT & RIe 3 sStel Ry | G, ORI LB Y
ST f3aT SR GRART WiideR Td WeHTs e & wu § Fged faar|
TSI TR &1 e Tgfa &, 1T5- R+ Uk vaw 39 96y &1 Sy
gawyT § Rreror f3ar smar on S maERer ¢ ® Yk a9 aTe, SR
TR A&, BN STIR P, HIM STIAR UL UGfd, HRM AR
Q, G UHIRH duT A1d & 3id & faemdffelt &1 o ugxi giar il
Ig UfhaT UGfd, 3T ¥ 100 WA TR, SStal TH & Ug A, am
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YT YRT &, oy faenaar St usfad 100 1@ Ugd dSiar IR A
Taterd ot 3T § 100 WIS UGS B, ST Sy e usfa 9 39 &1a
Te 1 e fean S o1l

- RIS TRURT AT TS 1T WA UG a1 Ugha ¥ U, aurgans off We-rg
fRreor T4 A1 U, TIRHR P RART SR &1 RIF g mar Iy g
TGRS * § TS g & U o of Fgad fea man o, qugar , 06
e IRAR F 3MTd &, 3T STeehTd I 81 MU-are qUT Xe-Ts b e
ORI | ST TR H QEATS o1 avi-FRre1 o1 oA i, S Tt
YRA H , I8 TN 9al-UuH oT| XETs arg 39 &Id IS H, dad , Hfex
3R IR IHA TR I AT e € 47| 39 BIdf TS H, U6
qre o fRrafm off sy ot

U, qURHR & el By, pad 4 faendl § & gar o1 91¢ #, I8 wE
Fad Iolt T8 R TS e ¢ g e -+ 1 WRT s TS | Fs faenfia
aﬁwaaﬂn g e« & it ot

AT T Soid 31 SSIaT B WgAs WWRT

e @ ©) wREn A S 2 U, SRR U T URAR § 41 B,
%:rrs‘ﬁaﬂq?r TSB!~ * q oI YT | RETS DI RIS * -
FRI%T TRORT  SFER < U, o et ot &bt sifew, SiTeTy-Site, aF, W
;)cﬂlld, T T, b -HaTe eadl WeTS & W Us 3 T e &
|
U, qUIEEHIS A “To- sy TRIRT ¥ YB3 B | IE=Ier H YR &t 9d
T, RI6HTS —a1G &t ail RIS & BT 97 SHTID! 1l | eTs ard &
T Gl UHR T S § | 3 THT I XgATs BT RA0T, HFd THTSTar 41
Td S0 g & & Sicid “RIe-Ts are &1 g faam . e
Tamars Ht et A1y AU A1 U Rl & Fier & 10 YW uRar
g Srf ¥a, mawars |, BT, aruR, R, RA, HIRe, WM, W
SRR, a‘s'uﬁawmlﬁ Ww CICEEI m&@wm
e 3R UGS BT YIR-TUR & 38 3

e -

3ot off SSIET B, T3 RIS IR quT g e I dwimTa R g9
T Ul BT ST OH: RO B, Y ofi et Wi AR A 31 ot off e
it fRrem &, Tg-Rign yoneh o Wy, % Ry wRor ¥ aifers S
?| XETE 91 &I, YRAIG Tifid & YaTg H A1 94T WIS & BT 37§
ST, WETS B e 1,317 &% 3y &l Y, 311 R b o o
P 99, UfSd TSR DI A1 @ |
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Dhananjay Vekariya - Asst. Professor

Prof. Gaurang Bhavsar - Research Guide
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MY AR

TR Y T Y QY P Y F HRAT VDI R SR a1 g1 Ay &
e ¥ MYdal Y 3R WA WO &1 gaie 01 & U § YR J7
TRORT T YFT JAST 8 | T T J Y U & Tld fgadid a2 W SH1Rd
B 37a: TRgd Fspd & SR g It wu & 909 U B

=g

YRATT JH RO S 1 SR U1 P71 3131 Ul § s 1 aut
oM, diferd SR UREfb®, HH, o quT UM SR TN &7 3gyd T
3T P! A g1 F1ag & 99y ¥ §) g gt sftaq & Afde, Wi,
TENfAE 3R AGH Tedl W MRd 81 HR A5, T, SRR,
WW@THﬁ%%EW@@WWWﬁmIaﬁﬁWﬁ
TSl BT VAT BT YR WHR fobar /a1 o7 (B, 10/71/7)1 BET B
T4, WOrT Ud Ul & T A Bl §1¢ I Riara Sirar 7| Riegor
3R e & forg A 3R Iufvg & Rigidl &1 srure o afdd @,
AR 3R TS & Ufd deiedl Bl [T HR Tob, 39 UBR Siia- & aft uer
39 Yol & widferd 31

A MY UF YR 6 Ry § fAfga e a1 yfa vd Wi meag 4
T BT YA B B

YR 79 3R e &1 3nur

e yomeht 3 Fem ok IR I S o e e fasan | amn sar
2, agl § S SeeT § gad B R e adt § S e &1 Anf ey
% sifafkad o f &0 § 98 e FYuar ¢ o @ § (@) gRIwy,
1/9/41)1 T8 & 9 FHed Bl URAI WU H 3iifipd HR dGI=Y ol
fayfamed oiR Togal & fRien § S of R, d@feR, uresmar au rgd
H TR gad Wl Rrem §f ot ot S 9 F fow B fAER iR
fayfaeerat o ST & quT Rreqor sfrwaR MW o1, ST 6 Her & o fawg
e ST U7 I af TG HR A4 Hd A1

YT BTet 1 R4 YOI 1, TRORTY 3R TUTY HFadT &I Uieanfed HRdl
H| RIOT H JH B 3WAH T T § (FRIUS QRO 1/4/15) 1 HRA &
qefRra, reie, faspafRre, s, IS, Hrft snfe fay ultig fRien wd
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MY & TYE 5 A qUT Tgi B3 o B gl g & g emd 4 78
e Sfadifed T8 g1t Bl [ UaTe 1 gl ol 3R FHerdl deb uga
qrcit Rref womet YRd H Iuasy At

Ifte Fra & aigarslt ot Rien & &7 & Ira-a uiite 2 forad wea,
SRR, 37UTall, AT SR AUHE S S AT U9 Q| ST, SR,
TIUE, TP, HUNG, IRIGHRR, AN, 3R, YR, UAHRMR], Wt
faawTe S SHEHS HETIEH! = HRA YN TR S dAHR 0= AeT J fay
B YR I & T Ifad R fear g1 it 7 3t $ik Iufwel & 9 &
9fd Ud W TRURT & =0 & S ©FF ad Ugar g

i d WA: T TP RTHS 50 & U A

g 4fcd a1 Wfd & B YHR &1 Y9 81 ) 34 TH GOk & Jgdl 4 X
foraT o AT 81 313 34 aF! & ST faaR & IHerd &

e eft # v TR dobie S AR 3ifd Ui - iy TRy @Y
Hia & IuHT fa=emor yfd vd Wid W1 & =u § fasar o1 Ut gl
U ST | St 9 T o U BT AT &l I Sue wt Rt bt A
q| IW JH BT 49U HAT YA Hyarar 4Tl Y3 BT AURor 34f g §
T |
YRd B gHN U T IS & ¥ H ST o1l W61 ¢ | Hifess ga fag’
¥ g ot o § AT, 98 gfar & U, O YRAT I WO
(KT, B g MfS® Ruxr & wu o o 7 1T B) & U | ST 7Tl
T FId T Sl 81 IR & 3R, Bl A 8 a6 sgua-ay 9
e T, 1ol B TN BT T SO B STIR, T U UM URac
BT gARY 3T AT W SuRad- 3| g afte w3t & e ok
SRR (A SR A GRT T Eh) et Sirefl 81
39 Ui (4fdl) I U I 1 YD R I ATE B BT YId B U
% 4 e 9 1 a1e X&@ g g dearn| | &1 3 giT § ¥R
FHRAT 3T TG X1 39 UHR a1 I 3 § R ¢k R 39 Ry &
I R d geardiRg g gt ATl rdfd ey oo 7% ¥ et I &t
T8 1E R & 3R R 37 1 bt 30 Rt B g Rl A
4fd SR WA & 9 & SR BT IHIH & fore fagr, ufsdt oiRk depferi 3
T4 JomT § | Wi gerarfore e foire forad § f6 i (|
JgwigaTe (Y ) ¥ orehT § i U8 fisy yRom &) yger g YRon
T 2, AfeeT Wi 1R ek Ueb 3reer YROM B (WA : 1E A & g,
éﬁ:{ﬂwwwmwwﬁmw%eﬁimwu@m%

sangﬁ?m%wmﬁmaﬂfﬁ wfa ufes e & we o
B IS, HEIT ( HETHRA 3R U )) 3R GRIOT |
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TR FTd § 3 yfoat enf &1 9 § - Ae URd Aot gRy digl-az-
Uil Mfas = § 9ffd ufds M, oM IR W IR 3t 3R IJufval o
A H3A & e e srar g |

IKT( YR I W) T &R R QR sgiis § gyt sifida &t uaar &t
YRUT BT GUR TR WIUEATE 3R T9H( trusim) & AU Sigal o1 39 fay
=PI & G, IKT a1 QA S T BT ST Bl ¢ | 3T g
G RATIATE! fayef® & & St bad a1 dl/ar b BT SUANT Bl &
IKT & ST YHTd Td & Igaral R AT € §oid U I1 Gk &1 Ot aRe
WIS FA IR AHRA W | M BT TN 8, "Teh UG faun agen agf |

JCTERUT T YA b T ST df YR FH 61 T aTel Sgekl Wi 8, o
yfa sryar Wi Aream I 31w +ft Sfidd = U g1 afe g9 snyfes wra
AT &Y Y ST B T HETHR T BRI S ooo Ty T IHU BT HTAGS
g¥ooo a¥ gd &1 Farar TN g1 fevg ot & e Ui Wy It B e
3¢ 000 TN YR SART ST 81 3@ U 3 § 7 T IR evu= oY 3ot +ff g9R
T g1 AR 3 31T 9 &1 3d- o IHY do fobd TR Tfrd fomar mam?
ﬁww%,%ﬁwﬁum%mmﬁwﬁmﬁrmm
Akt ol

3 Uy faagpd Sfd § R offe TR UM S & fbrg O Talieddl g
TP I Iuasy Tof A1 R I § AT JHS 4 dfad HA & fore
"AISUA" BT IUANT B U | TS G&il o BT Y ST STl AT ford BTt
1 8 wifdy STET & A ST ATl S ot oifire ¥R o o) 9gd Heayut
SHPIRE 1 TR TR IHR P Jgell ST U1 for “Rrefrera” #gd A1 fbg
I8l &1 $© Yot ¥ QR o1 e HR @ §1 8H o1d HY I8 ¢ Yooo Iy
3R I i i el & THT Ft | 39 gHg Rrareral &1 of gae et
7| Tt o1 it Yt ITITT (¥ 000 Tefld), HRTHRA (200000 Rdldh) TS GRTUN
(¥00000 + TaIdh) S faRma Tl &) fRraTera W fergm gva g1 g1 ord: T
T I &1 Ygae SR TR Sita Y Wi & Areqd § gt qug ol

3 T 3R 3T oY oY Yf ofR Wfay 3 FRaforfad Sarexur gaR T Iuasy
1 4f: 3 urelias T M O € 3R Rg o A 37T wiH yuH 1 had
31 B! g yfa T Trferd e ordn 81 3] &t Iafl TduE Yia s A
BT T A | 6 S b ¥ G W &y de &1 9uH 4fd g5 1 dal &I 9
TRARITT 3 [IUUH 30 8 A G &1 T T ¥ 32 § - HAS, I9ae,
THIE T4 Sydac| A gt g o ¥ yil F & € - dfed, s, SIRugs
Td UMY | 37 IR & ot 3 IU-fAURT &1 31 89 o R wR fanadt ot
b Qe ) YTy B8 3d § fobeg aRad & 3 T 7EY B 1 Shaat yfaal
B & YT HEAN BT ABR U 2|

37



iee gvgeT ISBN: 978-81-956774-3-6

i yfd & a1g Wi urdi=am g1 g & sifafkad off @ R Suas g @t
F{ﬁrﬁﬂmﬁamw%wﬁmaﬁ%MBﬂﬁﬁmﬁchﬁwﬁm
T Sl g1 3§ - ol fawy gRan, i, SiftRT, a9, SR, Wad,
PIITE, JEN, TWITR, 1, T, i@, o8, Maw, Tamqd e g
i 3 sifafied o1 ey Wfaal § - 7, aRaesd, RS, SHdd, TR,
3ad, IR, HIIU, YT Td Tl 37 99 § ff a7ia g9 ol R
P faRad ¥ IU-dg — 3Mgdg, Ydq, Tyadg ud ey off Hfa & &
YT &1 39 Sifafad t St o +ft Iuasd § 9 W &1 8 UFT g 1 T,
SRE, IGHT, FHDIS AN T W P U &
fred

Ig Hg1 IRd § B URIT I WRT & H3 707 31 &1 fiyad B, g
IYD! ATIHAT AR TR BT Yfd 3R W & YR W AT S el
g1 TTid, Ha IR A O I & fafid Sl &Y wgot R @ Yfa wd
W & T ariya & Ufag BT 81 31d: TRgd JNY UA T STYRYT MY &
w0 i & el B 99 Fd TS B g

e Wl
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HYP 3R N HT JdY

gt =M - MY B

ST, Wifd g - arf oxfe

HYSH fTUNT, Bdhee! 3T URBIHT 1y
¢ TGRS TSRS gHAaRICT 3t a8texT

LASICEI

HRaaY § 3dd IR 1ot I Tmarg B9 &1 Ugid TEid 81 3o
BRI T U8 30+ BV O AhH e & gg & AN A BT Foi
T 81 T IRR, A 3R 31 3 e, T 81 S 1 0 § — ST I
1 URATAT A1 § e | 901 Rith T TR &1 RN 31 et $ifig
TS U I & o 89 WY, G T ifd gdeb Sfia i T AnfeeiH ver
FAT § - forenT Sife e ad @ e | §R U™ e I1gdl § | U
99 | BN G WIrT gRT T 0RA A1 ST SR U R oAd 3 STgT
IR WA WY, 3 T D SiiaH S B HaAl BT QRIS &l STl T
| IR , ARG SR Sefiyes guteht a1 fawat &1 ue wHg § et
I IR HRAAEE © |

TN Teg B I WPpd U & Go| UTg B "o’ UId A ¥ §s ol
JETERUN WY G| + o] = SIS A1 U o1 A1 U 1Y ST 3R I
BT IS § P IR, T 3R 31T DY FrHoreyul Fquidt H o 81 H-
B e HITad 1id & AR WA Sl P bEd & B gl 4o | TN
g}, RR GIH , T8 IdR, Tid GIbx , TG Bl ANTHR THerdl 3R
SHAAT H 37U 310 B g -, IM-30T=T, AY-gH1 , fid-3wr, Af-
SO 3fE B IHM T 34d gU 307 &1 fHT o , I8t * anr g1 gt
UHR TN HT ¥ TRATET 3R 311 St § fires &1 31

3 UpR T 1t AT Siftreafa o1 Ty Ue i 81 78 U rdHig san
8, foraesT o7 UMa & Sfiae & Ty &) ga1 /1 T3 § 9 Ut ol Ueb A
3T 3R T T 3RY € it ol & T gaT § | 3R T YT 31 &
g, YimaE &1 oA & forg fasar S

YR IR & IR T & S Uadds HTaH s & | § A dearera
B 3O A A S SHR ATId 7 | SN HRTTH YR F 39 37 B it
YTTAT IR BT Y 4 ¥, S B ST a1 3 8, Ay gemewa ®
TR o, G - I IS, SRRTT SR foraRian Yfrsh &1 e T |,
Fft 7 Yiit SHE T AT FoId § 3R TP 1Y ARG WR e g1 Rraoh &
Tl § et 3R BT & el ¥ e — AUSd TaHT 1 Sid § 39ferg
HEI I ¢ P T8 W YOR & Ta7T B
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SUUGR RIgell A ‘disa’ T &1 Idfd @I 3R 39 UHR YIaH R1d &l T
P & PR AT UTSl = YD SHTERY A o T T D) T 1 foreipl
TG T 1T & | T ORE TP T HATHR BT ol G ¥ I8l € al 390
STENTAHAT BI ST T BT 8l 51 T I+t e R AT &4 9
oo &1 IR B

fog W &, Td1-<adT S 3T =i SHoll Bl Hdd I & R &
YW I I ¢ | TS $I Bat Saarsf & adl, Rra & T & qr-ary
YRATT AR T S 370! R1en & S g3 & | g dRifores war A g
R o B, M5 <A TF A B 31 § B IBH (¥oooo I i
ST B T Bt X DI | URT B T U= T $I feeq It o1
TUTF FRd § S BN 1RA B Ul I AT 3R AP gRI I ACSH AT
TR TR XRATT 13 B iRy faman mam o1 (T o0 S ) 1 9T & ki
T & W TP, Ydoifcl BT IRT G S ST 999 & S1ur forar mam o
TSl & 1Y T GATDId o ORa o |

U TR AT 3R T B eI TSIl ¢ | O Bt AT 3R T Gl 1 ey
YT ¥ SST §d & | Siia B g ¢, &8 HRA & o TN 3R T a1 &t
TS He@yUl ¢ | O INT TS FTEAT § 39 8 I 8] U AT g | A1 o
% Ry TRy gt § SR g T s iR ot & fom 9 g9 gt
PR FHd , T IIoll B U 3R IARA & [HU §H 3 IR I WL &
wﬁmwaﬁmaﬁehﬁmﬁam&h,wm,w,m
1 v S ) AT el B

T8 W A HYS ol YR Bt ¢ AR T T ¥ TS § I9H AN HT T A5
7 SR 1 Y Y T B ITIANT A 31T § 3R I Tl T Tdb! BT bl
F1 HIIET Il § 98 &R $1 T TN SR @1 g |

DYD :

YR & U IRERFTA IR 1 &1 @ § HYS T BT T8 /H
?1 AIUST 3R ARG & ST HRAed Ul IR TP el gRT Wa At
¥ ®U ¥ fAeRa g8 URAT TG BT YYH JI-FU (Dance-form) &,
S T T &1 IS -Tiep i U & ST TR W YR
mmwm%sﬂﬁwﬁmaﬁmm%sﬁ?wmm
3eR W1 =Mt JAf B Tewt o, iftd &1 e, e & Wiad
YIaafa SR XRel Bt Higdh THDING Bersl BT gyd TN I8
TV ¢, O qegn H $WI-HYT BT YA Sgad 3 Feas Sifiur
fayfa fasan g1 IR & HRER I AR &0 T 3= U™ 9% 3R gd o
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3{THTH- STl | AR UEH F g Ui deb <) fIgTs yRd § a8l 7a
el a2

PP Veg dfeh TIPd Ued HUT Y forar mar B et 31ef & "wrl, 3R
FYBR T 3 § "98 S HeMl dedl g, U "Hell S Y
FRAT [GHI FYTHRI A T, 1 iR Tifid & A1y I gg™ Herahrat 3R
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A YU BRI © SR Ifa FIG BT Ald 9 g H Sell g ar
IHRIHD TRUTH B Ad—fIed GIET & | F3d e fean
fawg & w9 # 81 dfed TH w@Mad fhar & w9 § afe g
D UIGTHA H WA B MY o wafd M¥ed wy | 8n |
RS Tuf H fharcA® vl R 9o <d 8¢ g uel &1 A
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AIRIP M 9 I WR, il oidT dRIb Aol Bl gl AR
| 391 T @ UEU HR ofdl B

3R HATHRI B G+ B ATad Sl AMSY | Hg T
Rig g ¥ f& g wfa Rer o Agayet &1 ¥ Rife
RS Berall H T BT GAh AT 598, ATART 81 fhar
SITAT & | AR Wdx dTdl 8T 379 3R WA & gRT g
% fdv9 & W@ BT URUIfed R §U 9gd &1 38T IaTerY]
<d & fb gl IFaF o9 98 arde 8 9 SHaRl AR A9™
ST @ Fhel B 3T fwTer @ dar § ger O | fiwmeR
A3 ®1 A 8 P 98 W I8 FATBRI B AT YTErAdl Bl
AT FER T S IR H FErad g Bt 2

g et & vwfdd &1 g 9ice e 8k
fIITd U]
mfﬁﬁfgﬂﬂﬁmﬁ%‘mwﬂﬁﬁwﬁwﬁm SHIREICIN
faemeft &1 afedTa Soxa & kg # a1 @12y, S S|
Jdh WR W gy & fAff= =aRoi R amenRa 81| b
eyl gRT fagaoi iR fRrenfach 1 a5 urn fb dwia e
& URAIES dwersil # Har S Aaid smavad § 39 g H
gl H TR QIR o B Ui IRerdr § HdeA s~ dI ST qdhar
=

T wfdreror gRT ST & e srfref afe areudrea 9 S
B U 3R AIA—fdr gRT R R T &1 ThRIEAD 3R
Il ATATIRYT SUSA BT Y, 7T & fJemeral # =)
R A & Gd e B argashd &1 A= R a9 Sy
R T2 Wer—Tet ¥ Wid 31 @mTe S QA qd
fARFd wu | Afd @1 faen 4 I8 v Aecaqul IR AHRHS
Syafes grft |

qIATERAT Siae & FASS AR ASdYUl 3faReqT & o geal
@ g AR DA gad AR AN H IRl g, AAHD D],
efaa Md &R emygfe wihd & Ul wWrfde arehyer S
HRMAET U ARl febar 8RfT | 391 gl SR Ml &1 arfed wafa,
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e, UH, agSd feddd TS BT @12 o 9red 79 WX
HPRIHD AT STl |

Fiha & Rars &1 98@

e, RATSt, IREET ) 3 & Ui 2| 99 g ATer
T IR FIT ST 81 Al Siigd &1 JAiF &1 98 Il © |
AT T IfaRe FAROR ORT & 999§ fT9aT gvra IRiE
IR T & 39 AfaReT ORT & fAR=oR g1 &7 f991 Wied fev
BY UTK H_e BT UHATH AT, AEFT & | dad o—

FRA PIA I | TSN B GO

T I & vy § SWRIed Sfad tehed Odie udid 8kl
2 g e e % @ qur & 39 S d w1 g A8
B AHAT | RN T VT e © s 89 fl v avg
P NPT BT THI PR SH N IARIT i B Gl ¢ |

argr a7 Rt et el fia &1 W@t o 7| ufsa
SRS ®Ed ©, fb "W forg | fd ol e 9 W oE, |/
Ffefaaal § W € & WIa 9 ST 8, 99 Ad & ¥ iR g
81 | G g8l © 1 o1 o7 Bl Wiol, [ g UReIm=am
qedx T H A S T & 9fa QAT |19 {991 |reEr 3R
TURT & BRI 7181 81 |Aahar I8 Rfd AT & Wi
gl

ST U ARGING fhar 2, Sl ¥R & Ul IRerr g favarq
TS & U 31ge 98 Fed! S|l ¥ S eiil & | Rt axa
A ®1 feafdd Sd 8l § SR I8 SINfd $3eR 49 Srs
T 2| T WA § RIS & | wifd @ i
S BT URH ATTLID 2 | A BT AL 38 [
& A1 § T SR T & Ul |HUOT SR ofd H g¥R
@UT 81 TI 37deY € Aheldl Ul B |

A T Rrem &1 uem =ReT SiuenRe e A wiHed

T@eH & | RER WA 319 UIedshd BT He@yul fRwar a4

g1 3 faemedl o= fawal & wrer §ia ff v wu 4 s

IR B § o o fawal @ AR"ar |Ara Bl 2 SR

faenfofnt # 78 Wit iR o S B 7| e i
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BT AT T Bl ThTT H A9 bl ReRdl UeH &ral 2|
il s ¥ Concentration power Sg<l & difd | T
faemeft &1 Te | WR, a1, A 9 R e dfead dRAr
BT | T & g 0T B I@d gY el | A e @
el wu A et fhar T g | i R 9§ el @fada
BT FINT fABrT BIAT ©, 2di BT fshaTcHe® & dedl 8, AT
Bl TR, dSi Pl 3MeR, U8R § ARJdT, arol § fa=sar &1
fapr BT & SH® I} YRG! &) HTa+T Sea~ 8l 8 3R
IS ®U A BRI B B HAT gl &1 Team Spirit &
AT I B T8 Uers | ff ST Bl & 9o wWrey 9 S
BT B | 351 91 IO BT S gY AT BT W |
fRrerr @1 MR gar B |

T U Ui fawy & sl Jorr o vl | 78l fda
ST FhdT | = fawai &) 9ifty GHd BT 919 Ughy Ae) FHsT
ST owedr, |@id e favg T8 ofig e denm B e
Performing Art 8, Us U< ®all 8, I8 1IN &7 favy 2 |
U B bl BT quf RIS B B AR ST & | Ig ar 3
TENINR & A 8 579! Je= &) 9fhar Sid= wdw gerd)
B B | NI B AHedl BT U el 7 |

Every Practice is a Learning Process

B9 I Sl 9§ URUT of WS & b S fawe aRRerfaar
BT AHAT DRI gU U go MRed iR dfe ulRsm 4 |ild
URIT, Y qul qb o DI Hal Bl qd SR [+ =g H
T IR AU iR T 9 9 T 9 gAId glaR S
g gRwT b |

Wid @& gfd S BT (6 AR WS ARG @
WIEd BT &, 54 98 8 IY Bl AT ¥ JUAT TR BISHR DIABII
MY q9 o1 v aRReIfRl & 9@ Farerd T Tare Sit
A g2 | ol U BT s & Feed iR Eifa e @ ufa
T G Hedls U FIE ST 3R Rl o @l gfte ¥ S
I 12 9§ BT AMY T TR AR B BT HET| T[S F 7
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IR TP BT H d9el BT ST 3R BT
wﬁﬁﬁwwwww%ﬁww

#H 2:00 991 F U 500 97 TP TR
AT Iﬁﬂaﬁ‘%ﬁﬁﬁrﬁ EGIRIEICESI BC IS
ISP & SR wETfierar W ywifad grex fafdaq e Rrem
ﬁlageﬂaﬁgamﬁﬁaﬁ?%mﬁwﬁum%%ag
i @1 gats 71 ga €|

There is no glory in practice, but without practice there
is no glory

SIRY & oy a7/ AARSH &1 A1 7 )R vy
?U H AT AT iR Rl | dUT ® 3@l 89 10T 38T
I uRafia &1 &) Fad | Fid @ fva w9 § gy &=+
& fou 9@ urfe uer o Ag@yul & ok Urified uer
JE= & oI IR BT 119 89T URH {MaeIH = | Ui el
T e Al | 99T § UR 31T W I S Al ¢ |
Tl R ol S 9relt faf=r =i, 10 avf, ®raer, oo,
Thel, Uelel 0l oS!, 39 UbR TRIF g WR e+ &1 faff=
TH-ild, SiF HIS, THS, URA, WTHI, DI, STHGHT 3 AP
gRYIYTY IfS &R o A1 9 A8l Al o Adhdl ofd db b
A®T YIRS T | fohar SITQ | d9el &1 Udh &1 dIieTr off
faremeft «ff gormar 8 3R 98 U deltdR 1 Iolar & U] aHl
P IOl H IR T 27 Fifh HAThR BT a8 BT AT 3R
AT 8 3R S9d dared | U faemeft ol amer a1fdre gRudadr
g Tfrar gRafera 2 2 |

HATHRI BT FaH I 0T Ut I Improvisation & ST Fifia
T TP Hew@qUl 3T & | Improvisation &1 31ef T & &b e
g9 el I A1 AT B WG o & UvET Ugel dl U o
&A@y gU T 9 A 9 2 SR IS ATERU IRA ©
TUTA I H IR B YA 79 qAHAT oA BT YA
FRA € A U A7 B BY AW AT & Je SR B 6 h
B M AT AT BT UKABROT QT AT HeATBRI §IRT
f=—f=1 81 2 1 Improvisation FR=GR 1™ & &1 T B |
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If you want to play, practice.
If you want to win, practice hard

AT I A A7 o RIS o # 9=l A SR S@ax a8 91d
e 8 ol § fh o Rae @ a8 wR @ik g8 W R ura
AT 9T 2| Inborn Talent AT FaId T[oT 1 IR AT B
a1 el 8l 81 Whd §B 9= Inborn Talent =T BT gU 41
ARG PR SO Hed ¥ AR g¢ Feay & Aheldl Ured &
2 |

There is no shortcut to practice and there are no easy notes
available in the market, practice is the only key to success

Ig 2 e Ff Teod 78l € b a9 ofk @mn|

dfss wregered  ( Voice Modulation) &R @l @
s forar & foY & Rgs @ eaegddr T8 Bl gaue
A IITH B 37 32 2 | dlsd Asgere™ &1 31ef 2 f& &4 &4
U g, I, YA IMfC H1al DI 37U+ qrofl gIRT STfiegad
FRA | AN BT IAR—FGMT WGl & JTAR ISl &l T,
I YBHR A d16d H A1 I8 IAR—TGA BT & b WR W
SR <7 & 6 W B R | 1 & a1 99 &, fd IR St
2 onfe 9gd ¥ IRl © S e 9 & uT Bt 2 | A
& Rarst # fbaar g8 Wie T 8, TR R fbaqr o8vd g, 9™
HEl AT & I |

TqH B AR GG § U Heedqol ¥ & o uR i
I8aT SR o © | F9 UR ST I ared HI goidr U &Rl
2 sdfolt 99 R d9al W)} 9R ¥ 3murd fear war g g
THR AT H ST 3R gof faRM &7 78 8l © S o |
glel Y 91 BT 919 95 ol 8, STi—

TP, T SR AT DT Td, ST

S YPR AT H MHR AET IS BT A5 BT © o1
TRIA e T XY daf SIdl & 19 dTel faenfeiat &1 o=
T B NS USAT B IR HRAT dMeY HS AT & gRT
JUAT MR TR A= w1 A1fey | U T &l NS &l
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FREROT S[U T% P ABAT ¥ HRAT AMBY 31FAT T BT VR
Tl § d9T SO B AhdT B | AT He Fdhdl © | add

FRR WY Rl <&l TJI%KH

Practice creates confidence, confidence empowers you.
Wi & faenfel &1 wea S & 3 D e @A A1y |

Devotion - ISHE]
Dedication - gRe™

Determination- EERREED
S BT JAATE HSR WRT TST & UG FRIN & I UK B
@ A& 7 |

Knowledge is a treasure

But practice is the key

I H g fdg Rer dfa d el @1 dea R
HRAT aﬁ%(f E9

el T

SESHIREICIRGEE]

gfafes e

el FHg H ARI® 31T

Mental and Muscle Memory Practice
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Uhel dacll a1ed ¥ Ugd UG goid $T He<d

PO 0I5 ATGIS — e
<. feus s — Arfesie
AR |EY
IR e S id & d9err U VT s/ arel ® Sl difia Serd
H T B UG FETRcreiiel |Iol AT I 8 | ddell e Bl $aT
TIfRfiel 1 SHaT aoiE §9 WIS @l 9161 U §9rae JE § | a9e
P 961 UG §EC @ PROT 59 9@ R fOWRe™ eE] g9
STFARIRETH 1R BT dTe+ fhaT 71T | Tl DY 9 T8I & BRI
B el darel 3 Jfa-El drell Bl gl § odd A «Aned gal |
S EER BT g9 o U faine gerR @ fafy ® ik e Us
faf¥re yeR @ Raret g 7, orgemad | s 89 ugd ud
IS 39 &1 A H fIWIRTd @R |hd © | Thel dTad Ui 81 A
AT &1, 39 <1 & forg i ued Ud aoid 1 Hewyol ¥ | a5
g™ gof7l qacll drad ded o fb, "SIkl ugd Il goid”
U EYS "Uebel dael dIae H Ued U4 goid Pl A’ H Qe
9 Ugd Td guid HI Hed, SUAIRT 3R 3998 Rarat & fofg Iugd
qrerdfth STel el R = Bl § | $9d (Y 3 gl B, ool
% R vd A= sieli @1 erar yRgd eed b foee & oy
PN E T |

& WK : U, Joid, qdal a1, 21, dred, 7T

METT

Ul ddcll a1ed Ugiad | IS UeT U9 o UeT I &l YbR BT faemg
aﬁﬁélsﬂﬁwﬁwﬁmmwﬁaﬁ g © | 39 Rarst @l
fafire ugdl ¥ vE a1 yBR o & |W®@T%?Bﬁmﬁaﬁ'\lw
& fbarere Raret | degifde Rara § ued @1 fAsdr srd Feeagol
B 2| weneft o ugel |l dEr B SR ugd ol guid’ | Aduerd
PIE M BIF O TS B U a9l B RS O B Ry o/g A e
2, A1 SUYH T[S Tl TY W ATell IHR Ud dRand @ P I oA
Wamwmﬁaﬁ?wmmﬁwgﬁ@ww
8 Yed @ forg ff e UeR B O fovdre™m <ol @,
aﬁ?wwmaﬁaﬁqaﬁﬁﬂaﬁﬁ%‘lﬁﬁﬂwa}mﬁaﬁﬂﬁ
UGd HRATg Ol © | TIBR o {6 31e, Jatrs, fdarms, i,

s, fs1, darof éﬁﬁfﬁﬁfaﬁ?ﬁzﬂﬂﬁm?ﬁmmm
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ST & | B I | {dl @ g &1 A s 9ed & forg
ST 2 |

Ul 9l d1ed § Ued &I decd o9&+ I Ugdl Jod &l TREET
AT el @ AEdEyet e B ugd” I8 v RS v @
UeAT’ 39 fhamue & 997 § | d9el died 379 aofl gRT ddol &
Uit BT 3T YT A dABR UHT FRAT 2, IHD! Ugd HEd ¢ | qgell
15 H 8 YD dldl Bl dlell )T U o H dIe T I8 Ugd dgardl
=l

ed @ IR 4 g RgM @ RER

Y. GIRSI AUIGRSI Hed o, diae & Aigd fofRad wU H /ey
AT # AT BT ®, Ued ¥ 9% A " § Heqd e © s
H1E W Rre ARas gRT T80T BT ¥ | R S BT Sl A ugd
ARG TET Rl 8, S 98 ITal & §RT SYART # Tl & | J
B WGl BT R TE-T T80T ARTSS BT B, IAAT e STARY
AR Hg B §RT PR bl & | Tdal DI Y&l W 8 Bl gl
A qIA & drel die o fhar gRT Ay fhar S A 2
UHR ASUGRG & U AR, S dfew, o @ H, o
g Sl W qRIfRdl & W HdiRed w9 H WG e, I
R

Ugd & IR H AU fIUR @A g U dBdeldN hEd g,
ARAT Hd AR dg—drel  fharer s 3Afor
IR Ued fshdel AEcd © =1 ATERT TR, Ued Hed arerdl

I3 & 3T 4wl wTe Jien FHolTcHd e B HATHRIA HTeral

G3MHIE TS BT PR © b, "Tqedre drdd TapT e ol el
A G B, SAT] JATI0T TR ] ATl Yed &% andl,

TS T aTgTEE e AT Udh UhRaT JcHfasary faator grar.”

fagml g™ &f¥a Sw feR, ‘ued &1 W@ quid € | el @
VAT 1T © fob, ‘dael & diel M dleiRael &l doid, Bg, S,
F—IHS] STARIGRT dle &1 f5har I ‘v’ |
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UGd P AT

qael B AT U AGHTT | fJega e Jadh 2 59 avie 4
qgaT ARgd G AT Big Al 21 Ioid A ISl Ugd bl BHEl &
foTg T ATaTI® REAT © | 514 BT Ued Wel & ¥ 3R g
T A1 PRAT B, T qONd FHI 9 Uil B A1 98 B dd
Gl 9 U9 aoiaR ¥ 9 370 8Ri § Adret Fadn © | Fife
S il IR WBR U & 981 GRPR DI STcdd BIAT & arad H W1
fearg <ft | oiR IE) FRoT 2 & qgen ared Ruen ugfa # ua &
HE<d T HEdYUl J8T & | Uhdl ddell dred ol Ui H A B
qdET aTed I IR HRA AT IAD! Ugd B AT AR St
B AR & b SIs B I @181 & didll bl Udl gl Td
SP], IW YO Bl AIGd dl Tel il I I BT d&d g
T W qOar § A S drdl Bl Sl dRE W FHeT Sl & foy
HfoA BT 21 39 & B uar wear § fF ugd @1 dderared |
fra weEyet o 2| a1 S¥a e fha we@yef ® 3 gar
I & | USAERT d1adh qardl © fb S Y& 3§ 8% Ud 4" &l
B ATl BT IH o B GGl DI @ S dar 7 |

4gIR AEUGTS & HUF AR Ued @ IR H ded 2 b, 9
a9l dTad 48 A @l U PRAT § a9 9D 81 Jh 8 I & |
Herd: o7 a1 HelldR & U Aledgel 8 3R 5 el
S INIfGAl & W WAl o © SHal ugd | e sl Bl
frforRaa gfte | Tammell @ el g 8l Il o |

1) @l & 93 BIC W 9 Ae@yul &l H U&3H |

2) 99 AH B GF ¥ ARG B IAR IS H As@yul @l DI
MgAT—e= T BT ATeaqut T |

3) A YHCT 3R & 8 sorared H Gl Bl dRIfBAT BT IR=Y |
4) BT H AT WMl 3R AR &1 AW 9dTeH: @1 B el
BT BIATHSD ITTT |

5) Y€ aTUl §RT Y& &l Y& ©U H UaeH |

efd: a8 Xa-T Uh TR H Folld §9h) ATHR B ST & AR ST
9 USd B TG I | Td THS! I XN UGd gRT TR B
P T B |

Yed UG d9el & WI§T

YT I IR Udhe B BT 999 © Sl {oRgdx 1e5aT §ieTds Udhe
o ST 2 dael @1 WINT A1l W ¥ §E9Y 2 | 89 Sl AGETT
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BT WA P & S B 36U [AgHI §RT Tl BT AT BT FHfor
forar 2| IR 99T F RO IR WR IR Ao I eq o1 RN
ST 8, S bR d9el BT ATfecd W 9911 AT © | JIEG) 99 o
AT, B, T, IS 39 qUIT Bl AETIAT H 99T §418 T8 | 9
¥ S o daol @1 Aiiecd ¥ aof fbar 731 2| 9. 7 iR 7
I o gH qIl I Al W s T8 <A 2 | 9 DI 9T H qE
T PR & 9o g4 fRws A & 1T — §, §, ©, X, Pod — B,
", & —d, § 9,

U AT WINT P IRERRS HGY 8 | Tael Bl 99T, USd & Aegq A
B 9Esh S Aahdl | safere fagM@f 1, ‘Usd &I ddol BT WINT &l
ATHRIT BEl 2 |

U.gIR HALUIAHRON S BT FIAR, Tel Bl AN Tl DI ATGH]
# 9 g3 Bl © | USd fhaT W a1Gd SHATdR Pl dIfead iR Wafid
Bg W 8 Al ¢ ["yeR ugd # ddel & Uil Bl drer SIrdm
2| 3% I UBR goid § S § I & B gag, Mbrea w4
arec HRAT & | T 91 A §H § G R BIdl 8 Bl Ub el
goid @ U e8! Ugd BT B g SUAN UG Hewaqui & U8
g g g |

GIMHIE T8I HUF B 2 o, Taeard! A9 & Y @as |9 3MTE.
AT AT UHh TGO e, qdeardl &1 |7 fefarg Fell a9t ar

wed @ ford o sawas fear

Y dieRedT ®f, facfed § o o year | =y ff =1 & ugd
B W Ugel 9 I Bl [Acifed oI H ued B o 99 &l Bl
TP 3R &H THT | 3T 2 | IR TS 3eR & SR A 39
T 3R T8 XAHT Hovel B9 H AT 8l 2 | 39 UPR 4, HoweT
8% YT Bl AT IHR ISP RER T ¥ 81T dTell SHR alel T |
UEd B SIATCl dreiRal &1 ATFTEERdl S 8q S T BT A0
SfTRIgaRT F@R A & USd -1, 99 dielResT & fel
WWW&T%WW&W&%M%MW
Grefl—a{] 21 f=ame” Ued AT | SuYa fohar 1 HAAR $A
{ AEH Pl USd D AT H [EVT AP U< 21T QT wierredf ot

AT |
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9l P USd Td quid P oI SuYeh drerdfth
HAfdefde  HANGR  gTEdeidie HARTaT
EREIRIRIECEISIERIEEEEE I CeEEIG IR BRI

ARER & vda & ford saegs a1

B (SR gl [Jara el |f WRaud HodEg
ERTO)

fRfRfreer  foRfeefiAr  fhemfdear  forfaefiqr
fhegioRide AFTfbedsd  fRfORfORER ORfERRERIER
Braa—arer (SR SRR gaT @)

fRERfSTT  fFaetrfos  TeRfERER  frgrieaas

fovaile @ uda & fod S@vg® dia

3ramer — Ner

gifeRdledsd  favarefir EACREIRECACRC IR AN ED
difiReledd  fovareatR IENEI NI INEC A EY

Bdre— el (TRURI®)
gTfeRbIcd® gifiRolesr  fiRoefS=lfs aftReleds
difiRdlcdd  difkeled  fRecfqeR  afiReeds

foreepd

IR WEYS UHel qdell d1ad § yed Ud duid B Hed | 9 fawy
TR 3T PP g1 et Bl VAT 9T & T, Thel adall dre+
H RTaT Aew Ioid &1 8, ST &1 78 Udd BT ® | Yl dTa dhRd
HAA AT BIg 1 BT U S W AT ol F9I I ITGT B 3R
UES USd Bl Y A quid HRA THI AIqh Pl AT g1 8
ST © | Qdhel ddell dled & U0 H Ugel Ugd §RT dIgd 31U+
ared fIUR Udhe dRar 2 | I9aT d1gd 379+ ArofgRT fohdy Y = T
P BATHD ST H I 9T BT YeArIed, T, e,
AT U USd §RT h HRl © | I8 ANI GfdAT Iqdb arad H A
SieTdd! & | STy Yol dael arad @l e gd sl # ued
DI YHBT goid ST o1 FEAYUl d U B, AR S & &l
T g BT TP Iad SIRAT & v wemreft &1 /e 2
< Ty g

1) TS, MG, AR qgelT”’, FRIST, 4Ra UBIR, PIcalqR, drr

NPT, 2017
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2) WRUGR, YR, “qEeaed dar iR o, Fd orgare, THd
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3) ARUGR, QIR ‘dedEed § - fFAfgd died’, £Er, axwed
UfeThe, qag, U HWEHROT, 2008
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2014
5) T, 3MAG, uRem} dgem fIvIRE”, WISl WRd UM,
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AR Hell T HeRfa 7 T Ry q=emy
<. ot =r=ifer - wEre e (T)

ATADIY TN BT DI’ Scehted] HBIdeerd,
IR (H. U)
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Devaram is an Oral Tradition in South India

Miss. Thiyagarajah Adchana - M.P.A. Dance
Dr.Smruti Vaghela - Asst. Professor

Department of Dance, Faculty of Performing Arts,
The Maharaja Sayajirao University of Baroda

Saivism is called Shivamism. Shiva, is the first god of Saivism, thus
means the way of following Shiva. We can find many sources for it
from Mohanjataro Harappa civilization to the Vedic period. Shiva's
position is depicted in Vedas.( Rik ,Yasur ,Sama ,Atharvana of Four
Vedas).Lord Shiva is worshiped as Lord Rudra in Rig Veda. People
believe it to cure the illness of their children and to protect them from
death. In the Atharvana Veda, rudra form develops and appears as Kala
Vairavar. Shiva is depicted as a protagonist in the Yasur Veda.

The importance of deity worship can be seen to some extent because
during the Sangam period, love and valor were seen as the real thing
and virtue was dominant during the Sangam period. However, the
development of Saivism can be seen a little during the Sangam period.
Nayaki is could not express her love to the leader directly, the female
friend,or some other animals like pigeon, dark parrot,and etc. she
expressed her love to the leader through a messenger.As a result, the
leader became emaciated, hated food and became a memory of the
leader. Seeing this, the mother was afraid that something had happened
to her, and a dance event called veriyadal was held. This was a huge
religious event during the Sangam period. That is, Murugan, the
originator of the dance phenomenon called veriyadal. The person who
performs this event is called Velan. Velan is another name of Murugan.
This event is believed to be the entry of Murugan inside the person who
dances and Muruga himself gives the sign. It is worth noting that this
god who is the beautiful deity Lord Muruga and carrying a vel in his
hand is the eldest son of Lord Shiva who is the first god of the Saivite
universe.During the period of Sangam mariviya they taught them
virtue and dharma. Then the Pallavar period emerged.

The Pallavar period was called the period of Bhakti Neri kalam. In this
period Bhakti was seen at its peak. The people of the Pallavar period
worshiped their God as hero and themselves as heroine and god is
nayaki and bhakta as a nayak with expressed their devotion through
their songs. During this period two religions, Saivism and Vaishnavism
emerged. Among them 12 Azhwars tried to develop vaishnavism and
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found success in it. It is not an exaggeration if 63 Nayanmars developed
Saivism. Among those 63 Nayanmars , there are four Nayanmars who
are called Saiva Kuravars. In that way Thirunjana sambandar
Thirunavukarasar ,Sundarar ,Manikkavasakar were called religious
Kuravas.

The word Devaram is divided into De + Aram. “De” means Lord.
“Aram” also means garland. His praises to the Lord are depicted as
garlands On the temple in south india . Devaram and the Nayanmars,
who became Saivas, divided it into 12 rituals.That is called Thirumurai.

Among the three devar nayanmar, Tirujnanasambandar was the first to
bless the Tirupathikas, which are all Tamils. Therefore, the
Thirupathikams blessed by him were three thirumurai and
Thirunavukarasar, who was his friend and father, was initiated in the
fourth, fifth and sixth thirumurai and Sundara Perumal was the
seventh thirumurai.lt is included in the Devara Thirupathikams. When
they assemble the devars, they sing the praises of the special deity of
the Tirtham ,Dalam of temple. In Devaram there are using carnatic
music. because of this devaram grew up in south india.

12 Adankal murai(method of reciting devaram in the temple)

Nayanar Thirumurai Adangal
Thirujana sammantar 1,2,3 Thevaram
Thirunavukkarasar 45,6 Thevaram
undarar 7 Thevaram
Manikkavasakar 8 Thiruvasakam
Karaikal ammaiyar 9 Thiruvisaippa
Thirumoolar 10 Thirumantaram
Sentanar 11 Thiruppallandu
Sekkilar 12 Periya puranam

Total of Devaram (number of devarams)
Nayanmar Padikam Thevaram

86



iee gvgeT ISBN: 978-81-956774-3-6

Thirujanasammantar ~ Thevaram 1469
Thirujanasammantar ~ Thevaram 1331
Thirujanasammantar ~ Thevaram 1358
Thirunavukkarasar Thevaram 1070
Thirunavukkarasar Thevaram 1015
Thirunavukkarasar Thevaram 981
Suntarar Thevaram 1026

Total 8227

Mostly there are using instruments in thevaram

1. Harp 2. Veena 3. Guzal 4. Kinnari

5. Kokari 6. Sachari 7. Takkai 8. Muzvam

9. Monthi 10. Mridhangam 11. Mattalam 12. Tamarugam
13. Tunduphi 14. Kudamuzha 15. Tattalakam  16. Murasam

17. Udukkai 18. Thalam 19. Dudi 20. Kodukaoti,etc.

Among these, many have been In Tamil Nadu since ancient times. Most
of the works found in Dewar belong to Tamil Nadu. during the reign of
the Pallava emperors. Nambiander Nambi compiled the Devar in 12
steps and Rajaraja Cholan compiled to develop it and the person who
founded the Devaram rag as it is today was a lady from
Rajendrapattanam.she came in rajapatanam told by u.v saminata iyar.

The three nayanmars history and their first devaram

Sammandar who belong to the seventh century, have taken many songs
on the shrines and are campaigning in his hometown Sirkazhi at the age
of three, having drunk the wisdom of Umaiyal, he sang the Devara
beginning with the glory of siva in the temple of Dhoniappar. He
started playing music at the tender age of three and went to the temple
and started singing devarams.Similarly, Thirunavukkarasar, who
embraced Jainism, when he fell ill and the Jains could not cure the
disease, listened to his elder sister's discourse to get rid of the pain and
sang the Devaram Kootraayinavaaru as Lamputakidir, which is his first
Devar Patikam. It is note worthy that he belongs to the seventh
century.In the same way, when Sundarar was in the marriage sphere,
Lord Shiva as Piththa( like upnormal person) prevented the marriage
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as a year in accordance with the request of Sundarar Puruman, and at
that time, Sundarar did not know that is siva had come and said to Pitta
to go out. Later he came to know that is siva came to know the secret
of his previous birth and was possessed by Sundara Perumal of Lord
Shiva in that time he started to sang the Devaram.

Thirujana Sammandar’s 1% Devaram
Pan: Natta paadai

Thalam : Thoniyappar kovil (serkali)
Sung by: Thirujana sammanatar

Thoodudaiya cheviyan vidai eriyoor thuuven madhi choodi
Kaadudaiya sudalaip podi poosy ennullam kavar kalvan
Eedudaiya malaran munainaat panindheetha arul seidha
Peedudaiya piramaapuram meeviya pemman evan andree

Thevaram meaning:

"The God with a ring in His ears appear on the Holy Bull (creation), He
has the moon on his head ( protection*),

He wears the ash of the burnt bodies in the cremation ground
(destruction),

He- that thief- has stolen my heart (Hiding),

He blessed the Brahma, who is on the Lotus, when he prayed the God
in the past (blessing),

He is that Peruman of the great Piramaapuram*".

Background:

Sambandhar was fed milk in a golden cup when he was three by
Umadevi appeared with Siva when he cried without seeing his father
who was taking holy dip in the temple pond. When his father saw the
milk dribbling from the corners of his mouth and angrily asked for
whom did you get the milk, Sambandhar sang the stanza starting with
the above song. This was his first hymn among the many thousands to
come. Even though he did not mention anything about getting milk
from the Goddess in this stanza, he testified this in another stanza later
on.

Thirunavukkarasar 1% Thevaram

Place: Thiruvadhikai (a village near Kadaloor)
Pan: Kolli

Sung by : Thirunavukkarasar
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Kootraayinavaaru vilakkagileer kodumai pala seidhana naanariyeen
Eetraai  adikke iravum pakalum piriyaadhu  vananguvan
epppozhudhum

Thotraadhen vayitrin agampadiyee kudaroodu thudakki mudakkiyida
Atreen adiyeeen adikaikkedila veerattana thurai ammanee

Thevaram meaning:

Do not treat me like the Deva of death. I did a lot of misdeeds due to
my ignorance. Oh the God on the Holy Bull, I will pray your feet in the
day and in the night, always. The pain in my stomach is unbearable. Oh
God of the Veerattaanam* of Adhikai kedilam.

*Veerattaanam - The eight Holy places where Lord Shiva destroyed the
evil forces. In Thiruvadhikai He destroyed the Thripura.

Background:

Marul neekiyaar, the original name of Thirunavukkarasar, in the early
periods of his life got illusioned by the Jain principles and became a
Jain follower with the name Devaseynar. His elder sister
Thilakavathiyar was quite worried about this and was praying to Lord
Shiva for her brothers return to Saiva tradition. God gave him Soolai
disease ( heavy pain in stomach). The Jain spiritual leaders were not
able to cure it. Finally he returned to his sister, who gave him the Holy
Ash and asked him to pray the Lord of Thiruvadhikai. He sang this
hymn and the God gave him relief from his pain and since he impressed
the Lord with his hymns the Lord gave him the name
"Thirunaavukkarasu™ meaning the king of the tongue.

Sundar 1%t Thevaram
Ragam: Nadanamakriya
Pan: Indalam

Talam: Rupakam

piththa pirai sudi perumane arulala

eththan maravadhe -ninaikkindren manaththu unnai
vaiththay pennaith thenball venney -nallur arul huraiyul
aththa unakku alay ini allen enal ame.

Meaning:

O crazy one! O the one who is wearing the crescent moon! O the great
one! O the one who bestows blessings! You have installed yourself in
my mind. | remember you always without forgetting in any manner. O
father in the arul thurai temple in the town of venney -nallur on the
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southern banks of the pennai river! How can | say any more that | am
not your slave?

Background:

Aruran was the son of a temple priest. When he was a young child, the
local king liked Aruran so much that he raised him in his palace as if he
were his child. When Aruran was about 16 years or so, his parents
arranged his wedding. On the day of the wedding, an old brahmin came
into the wedding hall and stopped the marriage saying that Aruran was
his slave. Aruran called the old man a crazy person and questioned how
a brahmin could be a slave to another brahmin. The case went to the
village elders. The village elders investigated the evidence presented by
the old man and decided the case in favor of the old man. Thus, Aruran
was declared the slave of the old man. The old man led

Aruran (and others) into the temple and disappeared only to appear as
Siva and parvathi to Aruran. Siva reminded Aruran of his past and asked
him to sing. Aaruran did not know how to start. Siva instructed to him
to start the song with the first words that Aaruran used when he saw the
old man in the wedding hall. This is that very first song sung by Aruran.
That is why this song starts by addressing the god as the “crazy one”.

Conclusion

Thus many devars appeared in South India and developed Saivism. It
can be said that the Devars who appeared in South India basically
helped to regulate the people of that time and to regulate the culture
among the people. The reason why Saiva Kuravas, who were the crutch
for writing devars, are still spoken about is that they are still practiced
in temples in South India. Apart from that, six times Sama Pujas will
take place in the temples in South India. On those occasions, hymns
are chanted through the worship of these devarms. It is telling that these
thevaras infuse the sense of beauty in the temples.
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India is rich in its diversity and vibrant culture. It is a repository of
various rituals, rites, art, literature and drama. Oral tradition has played
an important role in transmitting the cultural values from one generation
to another. All the epics, Upanishads and ancient Indian literature is
dialogical in nature. A child’s world opens up to new possibilities when
he dwells upon the corpus of stories or folktales recited by his
grandparents. A thing like a simple embroidered handkerchief becomes
of immense value to a person when it belongs to their grandmother or
mother. It becomes a symbol and a talisman which conveys a story and
opens a window to view the past. The act of simply making a khichdi
on the festival of ‘Makar Sankranti’ helps restore the belief and
continue the ritual observed by our elders. All such instances come to
be practised only because of verbal communication. We gained
exposure to the works of Ramayana or Mahabharata only by either
listening to its stories or watching Ramlila. Each one is familiar with its
characters or plot without having read the written text. This is the beauty
of oral traditions as it binds a family or a community together. The oral
traditions educate and teach people about the values and systems of our
life. All the musical performances, dramatic renditions garner such an
interest amongst the masses because it lets one explore the stories
etched in the imagination. The culture of storytelling, chanting, singing
has built the foundation of our tradition and connects the past with the
present. In this paper, | want to depict the rich oral tradition of our
country by focusing on the iconic sixteenth century poet Mirabai and
her songs (bhajans/padas) to decipher the meaning of love, despair, and
sheer devotion which she expressed openly and defiantly. It’s
remarkable to come across a woman saint who asserted herself through
her words, painting a lyrical canvas of her struggles and victories.

Mirabai’s songs emerged when the Bhakti movement was also at its
peak. Bhakti was primarily centred on the idea of devotion and changed
the meaning of worshipping a God. It originated in the South in the
seventh century and then gradually moved to the northern parts as well
around the fifteenth century. Bhakti denounced the hierarchical
structures and lavish ritualistic customs and stressed the notion of
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worshipping a personal deity. It paved the path for vernacular to rise
and made every language accessible to sing, chant or recite mantras or
songs. Even though scholarly works conceive bhakti as derived from
literary practices which give rise to the devotional element. There are
various non-literary practices too which can be encapsulated under the
category of bhakti. Pilgrimage, daily worship, the repetition of a deity’s
name can also be constituted under the rubric of bhakti. Thus, Bhakti is
not restricted to any particular action or utterance (Novetzke, 259).
There are innumerable poets like Kabir, Lal Ded, Nanak, Tukaram,
Dadu Panth who captured the hearts of people with their songs. Mira
was one of the few women saints who rebelled against her husband and
oppressive in-laws to gain freedom. In order to repudiate her marital
bond, she sacrificed the social acceptance bestowed by the society and
left the reins of domesticity to carve her own path. Her songs sprouted
the buds of vaishnava bhakti and she became a legendary bhakta figure
who challenged the status quo. Her spontaneity and strength made her
reject any ritualistic tradition and perform in public places challenging
the defined social norms. According to S.M Pande and Norman Zide,
“Mirabai’s poetry lies between the Krsnaite poets who explicitly depict
the sexual union of Radha-Krsna and the poet saints who believed in a
formless, transcendental God” (Pandey and Zide,65)

Mirabai was born in a Rajput family around 1498 and her father ruled
the city of Merta. It’s believed that as a little girl, Mira had questioned
her mother who her bridegroom will be. Her mother had pointed
towards the image of Krishna and referred him to be her husband. It
became a critical moment in Mira’s life as in her mind she actually got
married to God and surrendered her life to him. She was constantly
pestered by her husband’s family to adjust to their rituals. However, she
didn’t give up her love for Krishna as she explained to them how she
had vowed to only serve Krishna. She refused to adopt the guise of a
widow or perform Sati when her husband died. She was unperturbed by
the ordeals life put on her and continued with her singing and dancing.
The famous song

Pag Ghungru Bandh Mira Nachi Re
Log Kahe Mira Bhai Bavri

Saas Kahe Kul Nashi Re

Zeher Ka Pyala Rana Ne Bheja
Pivat Mira Haasi Re

Nachi Re, Nachi Re, Nachi Re...
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Pag Ghungru Bandh Mira Nachi Re

wonderfully outlines Mira’s exuberant spirit which remained steadfast
and joyous when her husband’s family attempted to poison and kill her.
It shows the kind of hardships she had to endure in order to live the life
of her choice. The only source of comfort comes to her through her
poetry which lets her forget her wretched existence. There were other
poets like Tulsidas and Surdas too who were embroiled in the Krishna
Bhakti. But Mirabai gave voice to the woman’s desire and feelings by
articulating passionate pleas and strong emotion.The song in which she
pleads Krishna not to leave her alone and she’s willing to stay servile
to her lifelong presents a love-stricken heart’s pain and frustration. She
begs him to take the ashes off her burning pyre and apply on his body
so that she can experience the eternal union with him even after she dies
.She expresses:

Jogi Mat Ja Mat Ja Mat Ja, Paon Parun Main Cheri Teri Haun
Prem Bhagti kou Pedo Hi Nyaro Hum Kun Daul Bata Ja

Agar Chandan Ki Chita Jalau Apne Hath Jala Ja

Jal Bal Bhai Bhasam Ki Dheri Apne Ang Laga Ja

Mira Kahe Prabhu Girdhar Nagar Jot Me Jot Mila Ja

Mira became impervious to any form of criticism. This is the magic of
immersing oneself into bhakti as one rises above the world of material
comfort and only relishes the company of divinity. In one of her songs,
Mira mocks the world as she acknowledges enjoying her maligned
reputation and disregards social restraint. She comments:

Ranaji Mujhe Yeh Badnami Lage Mithi

Koi Ninda Koi Bindo Mai Toh Chalungi Chal Anuthi
Sankri Gali Mein Satguru Miliya Kyun Kar Firun Aputhi
Satguru Ji Sun Bataj Karta Durjan Logan Ne Dithi

Mira Ke Prabhu Girdhar Nagar Durjan Jalo Jaa Angithi

There are songs which display Mira’s deep love and devotion for her
Lord as she asks Krishna to keep her as a servant because it will allow
her to dedicate herself towards him.She says that she will take care of
his garden and she will get to see him every day. She will sing songs in
Vrindavana to celebrate her beloved and this will be her biggest
earning. She describes his appearance that how he adorns himself with
peacock feather and yellow clothes. He’s my flute player who takes the
cows to graze grass in Vrindavana. She says she will make the garden
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greener by adding more flower beds and will offer her obeisance to
Krishna in a red coloured saree. As she sings:

Shyam Mane Chakar Rakho Ji Glrdharilal Chakar Rakho ji
Chakar Rehsu Baag Lagasu Nit Uth Darsan Pasu
Vrindavana ki Kunj Gali Mein Teri Lila Gasu

Chakri Mein Darsan Paun Sumiran Paun Kharchi

Bhav Bhagti Jagiri Paun Tinu Batan Sarsi

Mor Mugat Pitambar Sohe Gal Vaijanti Mala

Vrindavana Mein Dhenu Charave Mohan Murliwala

Hare Hare Nit Baag Lagau Bich Bich Rakhu Kyari
Sawariya Ke Darsan Pau Peher Kusumi Sari

She expressed her desperation as she calls herself a mad lover. Nobody
can fathom her pain and restlessness. She wanders in search of her
beloved. She refuses to be aware of any ritual of worshipping or any
devotional song. She juxtaposes her eyes to be the beacons of light for
her love. She reminds her audience how only a wounded can feel the
torment of another wounded. She speaks:

He Ri Main Toh Prem Diwani Mero Dard Na Jane Koy
Dard Ki Mari Ban Ban Dolu Baid Milyo Nahi Koi

Na Main Janu Aarti Vandan Na Puja Ki Reet

Liye Ri Mene Do Naino Ke Dipak Liye Sanjoy

Ghayal Ki Gati Ghayal Jano Jo Koi Ghayal Hoy

Johri Ki Gati Johri Jane Ki Jin Johar Hoye

Mira’s songs comprise the living oral tradition of our country. Her
songs transcend an individual to a state of divinity which is devoid of
worldly concerns and luxuries. She was a woman of strong faith and
resolute as she chose to dedicate her life to Krishna irrespective of what
people exhorted her. She asserted her autonomy by calling Krishna as
her husband and only beloved. She chose to break the chains of
womanhood which created a rift between her and Krishna. She would
sing merrily, dance to her heart’s will freely and experience the ultimate
divine bliss. Who was she after all? A mere woman, mystic or a saint?
This question remains ambiguous as it’s difficult to put Mira into a
single category. Despite her in laws and husband’s numerous attempts
to poison or kill her, she always emerged victorious and safe due to her
true devotion and faith. She can be compared with the Tamil saint Andal
and Akka Mahadevi of Kannada literature who also treated God as their
husband.
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It’s amazing to witness a woman’s transition from mortal realms to the
divine world fulfilling her spiritual yearnings. Her unflinching devotion
in the face of societal restrictions and her ability to verbalise strong
emotions immortalised her words in the bhakti culture. Mira’s songs
beautifully captures the sentiment of both joy and sorrow. The usage of
direct and easy language also adds to her critical acclaim and makes her
an influential figure. The Indian cinema has also constructed her story
multiple times underlining the themes of power, patriarchy and fearless
bhakti. Mira visualised Krishna in myriad forms-as a creator, saviour,
beloved of the women of Braj, flute player, cowherd, companion and a
lover. She chose to lose herself in the ecstasy of Krishna’s devotion and
her familiarity with music and dancing elevated her songs to a divine
status. She saw Krishna in every animate and inanimate object of the
world. (Jain and Sharma, 4649). This devotion and ecstasy lets one
transcend the illusory world and experience the ultimate bliss.

Mirabai is very much alive and present with us as she lives through her
songs, folktales and legends. The figure of Mira stands for an ardent
devotee who bravely embraces life’s misfortunes and tests to attain
salvation. She is in a constant communion with her beloved Krishna
even though her poems reflect a constant quest and search for him.
Mira’s selfless devotion and unadulterated love makes her an exalted
figure who fought against the naysayers, rejected the defined codes of
femininity and transgressed her human role. In the contemporary times,
it’s still not easy to picture such a bold, outrageous and independent
woman who dared to chase what her soul pined for. Her songs became
an expression of freedom, power, autonomy and pain of separation
(viraha).Mirabai in her state of melody, sang blissfully about her pain
and her journey to be one with her giridhar gopal. Even when her
expression of love was constantly challenged by the so called moral
society, her mellifluous voice questioned and flouted the customs and
ethics of the society at the time. Her lyrics in itself are of great
magnitude, which when coupled with a musical rendition creates a
transcendental impact in the heart of a fellow devotee.

It sheds light on the power of music in the oral tradition. Her songs have
gained popularity all across the country and her legacy continues to live
as famous singers like Anup Jalota, Lata Mangeshkar, and M.S.
Subbulakshmi have given their voices to her verses.
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Abstract

This paper has examined the nature and significance of riyaz. It also
throw light on the question of how and why riyaz is a crucial component
of traditional Indian music Akin to its vein. Indian classical music is
nothing without riyaz. Riyaz is the music's sadhana. Yet, if riyaz is
acting incorrectly, it will result in disrespect for Indian classical music.
That is why a proper guru should be present for proper riyaz and
education.

The name Riyaz is primarily a male name of Arabic origin that
means Gardens. The Riyaaz or Sadhakam, which often starts early in
the morning at four, is taken seriously by the students for it requires
intensity, discipline and commitment for years and forms an important
component in the Guru - Shishya parampara (teacher - student
tradition).

In Carnatic music, the impression is that the assiduous sadhakam of
the Trinity of Carnatic Music was the bedrock of the excellence of the
old-world vidwans. A popular system for practice of the tabla, known
as chilla, is mostly followed by Muslim exponents of music and
involves 10-12 hours of daily riyaz for 40 days.

Keywords: Education, Riyaaz, Indian Classical Music, Vocal, Tabla,
Guru-shishya

Introduction

Riyaaz in North Indian Classical Music refers to the practice sessions
of the music. Riyaaz also spelled ‘Riyaz’ is an Urdu language term.
Riyaaz is one of the most important aspects of Indian Classical Music
as any art form requires consistent and regular practice in order to be
mastered. It is said that a musician is in a constant spiritual quest for
sound, affect, technique, and composition and all these can be obtained
by regular practice or Riyaaz.

When a musician practices, he or she sits down, and the word 'sit' often
substitutes for practice. In fact, when some musician says ‘come sit with
me' it is an invitation to a fellow student to come and practice a lesson
together, or for an accompanist to join in. During the session of Riyaaz,
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the musician’s routines of exercises and scales, technique and literature
are practiced over and over, again and again, until they attain the kind
of polish and lustre which makes them presentable in concert. The
world over know well this aspect of preparation. When a musician
shows polish and completion in his work, it is said that he has 'Taiyan'.
This is like saying that his practice has been successful and he is ready
and blooming. This very same term can also be used in a negative sense
in that it may be said of a musician that he has talent but no Taiyan due
to lack of practice.

Significance

Any person who is associated with vocal music, instrument,
performance etc., it is necessary to practice every day to further enhance
his talent. This is called Riyaz. For those who want to achieve their
goal in the field of music in life, it is very important to
practice. Practicing everyday not only brings your voice in rhythm but
also corrects the ups and downs of pitch

Practicing in one breath while holding a single note or making a sound
through your throat with closed lips strengthens your tonal quality. In
other words, it can be said that it opens the throat. At the same time,
practice of low notes also helps in bringing flexibility in the voice at
every level.

Sadhana

Several years of Riyaaz add up to Sadhana, which means spiritual
practice. This term signifies realization and fulfilment which are worthy
of great respect. A younger musician might be praised for his Riyaaz,
in that he devotes long hours to honing his skills; but an older musician
would be respected for his Sadhana, which would include his lifework
in music. This means one who has spent many years teaching,
performing, and in Riyaaz.

Principles of Riyaaz:

e Thefirst principle of Riyaz is that it is both a practice and a space.
It is the practice of developing voice culture, musicality, creativity,
and longevity. Creating a Riyaz is itself like building an inner
sanctuary. It becomes an artist's sacred space, a sadhana in which
the musician creates a relationship between herself/ himself and
music.

e Thesecond principle of Riyaz is that it takes time and
commitment. It is a growth process that calls for both patience and
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dedication, but once established, music has fertile ground to rise
from Establishing your Riyaz at home creates an atmosphere
conducive to creativity and longevity.

Committing yourself to practicing voice culture will help you
polish the diamond of your own voice. Committing yourself to
developing musicality will help you learn how to play and sing
with other musicians.

Committing yourself to creativity will inspire your unique mind's
impulses and desires for beauty, melody, rhythm and form - which
may be constantly evolving or changing - come into fruition.
Committing yourself to longevity means that your Riyaz will serve
as a lifelong resource for you. It evolves into a practice of deep,
inner listening

e The third principle of Riyaz is that it is a process, not just an
activity. Whether our aspirations are to develop as professional
musicians or to deepen our spiritual practice through music, Riyaz
is a process of listening. It's an ongoing commitment to creating
and maintaining the relationship between ourselves and music in
whatever form it takes.

Role of the Guru

The role of the Guru in the practice of the musician is of utmost
importance. The issues of what a musician practices, how much he or
she does it, its quality and intensity, and how has it been shaped are all
questions which have traditionally been in the hands of the teacher,
whose presence is continually felt throughout a musician’s life.

Practice & Process

Riyaaz requires complete attention and care. Dawn, between 4:00 and
5:00 in the morning, is the best time for riyaaz. To begin with ekant
performance by warming up with own voice or our intrusion. Always
begin with fundamental content at a laay or regular speed. The top
raagas in practise are:

* Start out slowly with Pakd, Aaroh, and Avroh.

» Work on your raaga's Aalap.

« After that, rehearse a bandish based on the raaga.

The following steps must be followed for advanced level:
» Swaras' justification in light of the raaga rule

* Taan instruction Chhota Khayal "Bada Khayal*

The following are tabla-related things to pay attention to:
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1. Proper body alignment

2. Proper hand position.

3. Start with a slow tempo and attempt to sustain it.

4. Exercise and practice kaida-palta

5. When practicing, focus on your mental as well as your physical
performance.

6. Be patient and give it time.

Conclusion

In the last, let be emphasise that Indian classical music is nothing
without riyaaz and a good education. The artist's riyaaz, along with the
direction and instruction of the right guru, are what truly make a piece
of music beautiful.
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Abstract
Dance relates to the aesthetic and rhythmic movements of the human
body. Learning dance requires lots of practices and sacrifices, space,
time, good stamina and also a positive mindset. There are several genres
of dance portraying different cultures, different countries and different
societies.

Dance is a discipline of study like any other subjects that includes
content knowledge of the dance differing it from other subjects. The
different methodologies used to teach dance is known as dance
pedagogy. Dance can be taught in a constructivist, collaborative,
integrative, reflective, and inquiry-based learning methods.

Modern Educational Institutions pedagogical practices are bounded by
the administrative policy, assessment practices, classroom management
strategies and curricular specialists. The notation dance literacy was
established in the new Institutionalised way of dance teaching which
was absent in ancient times.

Dance would not have survived as a discipline or as an art form without
the passing of knowledge of dance from one person to another and from
one generation to the next. In ancient India the transmission of
knowledge from one generation to another was made mostly through
the oral tradition method also known as the Guru Shishya Parampara.
With modernization, it is necessary for us to adapt and adopt new
teaching pedagogies to keep on promoting dance from generations to
generations.

Objective

My objective is to portray the significance of both; the modern
institutionalized dance pedagogy and the oral tradition method and how
a beautiful blend both pedagogies can bring out the best in the next
generation of dance practitioners, dance students and dance teachers.
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What is Dance?

Dance has been a part of human history since the earliest records of
human life. Cave paintings found in Spain and France dating from
30,000 -10,000 BC have vivid drawings of dancing figures as evidence.
Those paintings are associated with ritual illustrating the peasants of
dance in early human society. There are archaeological evidence for
ancient dance forms such as the 9000 year old paintings in India at the
Rock shelters of Bhimbetka and dance figures on Egyptian tomb
paintings dating 3300 BC.

Dance is defined as a performing art form consisting of purposefully
selected sequences of human movement. The movements are of
aesthetic and symbolic value which is acknowledged as dance by
performers and observers within a particular culture. Dance is the
movement of the body in a rhythmic way, usually to music and within
a given space, for the purpose of expressing an idea or emotion,
releasing energy, or simply taking delight in the movement itself.

Dance is the human body moving in a specific rhythm through space
and time with energy or effort. Dance engages the physical, mental and
spiritual attributes of a dancer as a work of art, a cultural ritual, a social
recreation, a health and wellness activity, or an expression of the
person. According to the National Dance Education Organization
(NDEO, United States); “the art of dance uses movement to
communicate meaning about the human experience”.

Dancing is a creative medium, method and process whereby individuals
and communities actively pursue knowledge in, through and about their
lives. It involves a sense of self and connection to others, to
environments, to societies and beyond. Dance is more than mere
exercise or entertainment. It is a compelling way to express one’s
values, thoughts, and aspirations about the lives we live.

Dance categories

Dance can be divided into categories or genres: creative movement and
creative dance; recreational dance, which includes folk, cultural and
social dance forms; concert dance forms; and dance fitness. A dance
genre is a class or category of art based on a set of stylistic criteria for
example ballet, modern dance, jazz, tap dance, ballroom dancing and
hip-hop.
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The various dance forms around the world are mainly categorised as
classical dance and folk dance. Normally only classical dance forms
require a formal setting to be teach its specific complex stylised art form
unlike folk dance.

The diverse culture of India has a treasure of a variety of folk, tribal
dances, including the eight classical dance styles. In modern India the
eight classical dance styles are taught in an Institutionalized formal
setting as compared to the ancient times where the oral tradition
prevailed.

What is Dance Pedagogy?

Dance pedagogy is the art and science of teaching dance to students
from early childhood through adulthood. Dance pedagogy is about the
different ways we perceive and approach the theoretical and practical
aspects of dance as an art form. It can be explained as devising
situations where the teacher enjoys making meaning and apprehends
meaning which is embodied in a culturally specific expressive activity.
The transformation of the dance experience for instruction occurs only
when the teacher critically reflects on and interprets the dancing subject.
In simpler terms dance pedagogy deals with how students learn dance
through various methods and techniques of demonstration used by their
teachers.

There are five major approaches to learning in general; constructivist,
collaborative, integrative, reflective and inquiry based learning. The
constructivist approach is based on the idea that students actively
construct and make their own knowledge based on their realities and
experiences as a learner. They use their previous knowledge as a
foundation and build on it with new things that they learn.

A collaborative learning approach is where students work together on
activities or learn tasks in a group small enough to ensure that everyone
participates. Integrative learning approach is where the learner brings
together prior knowledge and experiences to support new knowledge
and experiences. Here students draw on their skills and apply them to
new experiences at a higher level of difficulty.

Reflective learning approach involves looking back at a past experience
or idea and critically analysing it. Reflection help students learn from
their past experiences and turn surface learning into deep learning.
Inquiry-based learning engages students by making real-world
connections through exploration and high-level questioning. This
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learning approach encourages students to engage in problem-solving
and experiential learning.

Dance Education

Education in the art of dance develops the knowledge and skills
required to create, perform, and understand movement as a means of
artistic communication. Dance studies nowadays are offered through
the arts and humanities programs of many higher education institutions
such as Bachelor of Arts or Bachelors of Performing Arts and higher
academic degrees. A dance study curriculum may incorporate a diverse
range of courses and topics including dance practice and performance,
choreography, ethnochoreology, dance notation and dance therapy.

Dance has various roles within the parameters of dance education that
can range from simple, exploratory experiences in an elementary school
to professional-level performance in an arts magnet high school. Dance
provides a wealth of resources, evolving pedagogy, and scholarship that
supports learning in many aspects.

To impart the knowledge of dance, educators must combine physical
and conceptual, rhythmic and relational, emotional and experientiall,
historical and cultural facets of dance. The theory and practice of dance
literacy pedagogy has focused in part on the use of movement notation
that contributes to the knowledge acquisition, the formation of key
concepts and improved ability to do, make and watch dance.

Some Studies have provided evidence that notation-use in dance
teaching can enhance learner’s attitude and motivation, knowledge and
retention, coordination and performance. Teaching notation continues
to be an active area of inquiry with several schools and organizations
dedicated to its development and circulation.

In Modern Educational Institutions pedagogical practices are shaped by
the administrative policy, assessment practices, classroom management
strategies and curricular specialists. Though many public and private
school and studio teachers report integrating movement notation dance
literacy is not mainstream. Multicultural approach to dance education
reflects a commitment to enacting pedagogies that are centred in
cultural practices, especially in communities of colour. The theory and
practice of education write large informs teaching practices that also
clashes with the specific cognitions, cultures and histories.

Dance in Educational Settings
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Dance education is more ideal if it begins in early childhood or with the
preschool student. There is a variety dance programs delivered in
kindergarten through high school. Communities offer many types of
dance education opportunities for various age groups from early
childhood through teenagers, to young and mature adults, to senior
citizens through dance studios, arts, cultural, entertainment, recreation
and fitness organizations.

Dance is a discipline of study like other subjects such as science, music,
language arts, and physical education which includes content
knowledge of the subject matter it contains which distinguishes it from
other subjects. Dance content knowledge centers on different aspects of
dance gained through the learning experiences of dancing, dance
making and dance appreciation.

Content knowledge in dance provides background, scientific evidence,
educational foundations, psychological support for the artistic and
holistic development of students, and teaching methods. The richness
and diversity of dance education gives a magnitude of options that are
suited to many students and situations. The dancer and dance educator
occupy distinct roles in the teaching and learning process. Dance
pedagogy is the art and science of teaching dance to students from early
childhood through adulthood.

The Oral Tradition in Dance Education

Dance could not have survived as a discipline or as an art form without
the passing of knowledge of dance from one person to another and from
one generation to the next. Dance heritage is vast; the forms range from
authentic or genuine to classical to contemporary. Dance took many
forms in educational settings used for many purposes, throughout the
20th century. In the 21st century dance is now gaining more recognition
as a healthy, lifelong activity that contributes to developing and
sustaining the whole individual.

In ancient India the creation, storage, dissemination and transmission
of knowledge from one generation to another was made mostly through
the oral tradition method also known as the Guru Shishya Parampara.
The Guru-Shishya lineage denotes a succession of teachers and
disciples. It is a spiritual relationship and tradition where gurus mentors
their disciples and transmit their teachings orally. It was also known as
the gurukul system where the disciples go to the respective guru’s
village and lives with him at his residence to acquire knowledge.
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In the Gurukul system, first and foremost the guru has to accept the
student as his shishya. Once the shishya is accepted by the Guru, a
formal initiation ceremony is conducted. Here the Guru wholeheartedly
accepts to take the responsibility of the spiritual wellbeing and progress
of his disciple’s life which is known as “Gandabandhan”.

Almost all ancient literature, stories and epics such as the Mahabharata
and the hymns of the vedas were transmitted orally. At that time there
was the existence of a strictly oral culture where people were
memorizing the art form through repetitive recitation until the
knowledge was accurately and completely registered in their memory
or brain. During that era, the element of sound was given a cardinal
place and was a very effective method in preserving the culture through
memory.

The eight Indian classical dance styles they were mainly passed down
to generations through the oral tradition. Most of the Indian classical
dance styles initially emerged from temples as a source of worship and
as a way to connect to the divinity. The temple dancers were called
Devadasis. Despite being connected to the temples devadasis were not
Brahmins. Daughters of devadasis followed their mothers’ profession.
Sons of Devadasis became Natuvanars, dance teachers, musicians and
composers. They were respectable and well-known for their work field.

Those musicians and dance teachers have jealously guarded and
preserved their art that eventually formed Gharanas or Banis. Many of
them were illiterate and did not have access to formal education, formal
degree and literature connected to the arts. They were exposed to
natural learning from within the families. Some families tenaciously
kept the theoretical part of their art almost a secret within the families
itself.

The training of devadasis began from birth. A girl child as from five to
seven years was inducted into training of basic music and dance. The
transmission of knowledge occurred from mother to daughter. Men
were often required to give artistic support to the female members of
the family as musical accompaniment to the dancers.
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Methodology of teaching in the Oral Tradition

The teaching approach for the oral tradition was complete and holistic.
The aim of the education back then was to prepare the dancer as a
complete artist. Knowledge was imparted in such a way that each
member of the family of the traditional parampara could fulfill one or
more roles. For example a Natunar could also be a Mridangist, a
Mridangist could also be a teacher, a Kathak dancer could also sing
vocal Hindustani music and play Tabla, Sitar and Harmonium. Artists
were multi-tasking and the members of the family were trained in such
a way that the interchangeability of roles was easily possible as all arts
are interrelated.

Students were given one on one training in the traditional gurukul
system where they had an extensive amount of time with the guru. Daily
household chores were also being taught such as the daily chores of
cleaning the house, washing vessels, cooking and washing clothes. All
this taught them the value of self-esteem. Basic education apart from
dance was also taught as well as other art forms such as painting,
sculpting and music. The aim was to amplify their creative practice and
understanding of dance.

The system was codified through generations of family staying together
in one cluster; village or area called as Banis or Gharanas and passed it
from one to another. The male members took conducting the teaching
of dance while female members took music to household duties. There
was clear division of labour and work.

It was much later that those families broke up, went their own ways and
gradually music was separated from dance as a subject. There is a big
difference between Guru and a teacher. Gurus were considered as a
treasure of knowledge who did not acquire any bookish and theoretical
learning but with the heritage of a practical methodology and wisdom.
The cultural context and the significant memory played a fundamental
role in learning and teaching the dance forms via the oral tradition.

The Gurus were greatly sought after and were revered to as
indispensable taught the shishya as much by what they said as wealth
of centuries of accumulated experience and know-how. There was no
other access to those art forms apart from this singular stronghold of an
oral tradition which could be imparted only in practice.
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Conclusion

In present times, the pedagogy of classical dance aims to teach moral
value system of life by helping the students work in teams, requiring
them to be regular and punctual in class, understanding theoretical
aspects of classical dance through practical learning, notations and
understanding of the Natyashastra treatise. The transformation in dance
pedagogy of the Guru-Shishya parampara is constantly complex and
fascinating. Some of these ancient approaches could be re-incorporated
as dance training, learning and teaching practices in the modern
institutionalized dance education. The combination of both may result
in a beautiful blend of the modern approach with traditional values of
commitment and hardwork supported by the pillars of friendliness,
honesty, critique and conversation.
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Abstract:

It makes sense that a lot of time and attention is put into addressing the
historical evolution of a dance form with roots that reach back many
centuries. This takes us back through the centuries as it struggled,
changed, and enriched itself to get at the form it now exhibits to us. This
effort is even more crucial when one learns from insiders that the dance
style was a crucial component of an oral culture. To ensure the survival
of both the oral tradition and its practitioners, it was continuously
developing, reorienting, and adapting to the requirements of the time. It
becomes required to do a thorough and technically in-depth study in
order to comprehend the current status of traditionally structured dance
formats and the music that goes with them that are transmitted orally.
If we want to pass on these traditions to future generations and practise
that dance form in modern times, then this is even more crucial. The
traditional forms of classical Indian dance have previously been proven
to be quite old. These arguments can be supported by existing Sanskrit
classical writings, numerous references to dancers and dance in regional
and classical literatures and travelogues, temple sculptures, and
inscriptions on public monuments.

Keywords: Oral Tradition, Technical, Natyashastra, Shilapadikaram,
Natya

There are numerous levels of authentication outlining the dance
practices where references to dance in literature can be found. At times,
they also discuss common dance styles and social dancing activities.
This literature occasionally appears to us as technical texts or how-to
guide describing various presentational and technical features. There
are also intriguing tales concerning the lives of dancers. Dancers and
choreographers have utilized a wide body of literature in the form of
poetry and songs for creative endeavours. An understanding of the
modern dance scene can be gained from traveller’s tales of their travels
through India, their descriptions of the performances they saw, and the
inscriptions on the walls, pillars, and stone slabs.

Numerous allusions to dance and related activities may be found in the
general and performing arts-specific literature that has been published
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over the years. Even though Panini's Nattasutra and Astadhyayi are no
longer extant, references to them can be found in the Natyashastra of
Bharata Muni, the most comprehensive work on Indian performing arts,
which dates back to the early Christian era. The first-century BC
inscriptions provide evidence for the age of Indian dance and music
traditions. For instance, the Orissa monarch Kharavela is described as
being knowledgeable in Gandharvaveda in the Hathigumpha
inscription, which dates to the end of the first century BC. A famous
victory inscription by Samudragupta located in Allahabad (about 330-
375 AD) describes him as surpassing Narada and Tumburu in
gandharva and lalita.

In India, there have been two major periods in the history and
development of art and culture. One is the predominance of Sanskrit
literature and its effect on the arts from the beginning of the Christian
period till the end of the 10th century AD. The second starts with the
introduction of Prakrit and later, Apabhramshya languages, which
included regional specializations and variants within the mainstream
activities, after the 13th century. Sanskrit had a strong influence on the
populace’s intellectual life during the first period. The country's diverse
range of arts benefited from the unity and continuity that its rich
literature provided. Natyashastra's principles of dance, music, and
theatre seem to have been upheld during the first phase when the poet
and the dramatist were both equally knowledgeable about the technical
aspects of performance. Regional styles deriving from the main trunk
underwent a noticeable development throughout the second period.
Despite being founded on the Natyashastra, these allowed for the
unigue growth of particular racial and geographic groups in accordance
with their own cultural requirements. The Sangita Ratnakara
incorporated the desi into all aspects of dance and dance-related
activities after the Natyashastra.

Since ancient times, the performing arts have been a fundamental and
significant component of Indian culture. In the Natyashastra of
Bharatamuni, a work on dramaturgy still in existence, it is granted the
stature of the Fifth Veda. Here, "Natya" includes drama, dance, and
music. For every dramatic presentation, the four-fold region of
communication, abhinaya (angika, vachika, aharya, satvika), is
described in incredible depth. With great clarity, the descriptions of
bodily movements in the context of the movement of each body part
and the potential variations therein are detailed. This serves as the
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foundation for following dance advancements and thorough
documentation. Numerous technical manuals of dance in Sanskrit and
a few in regional languages have been written since the second century
AD in accordance with the rules of the Natyashastra. Although they
adhere to the Natyashastra, they occasionally accommodate and take
into account the common performing customs. Such literature written
by specialists can be found in all regions of India and from all eras. The
teachings of the Natyashastra are made much clearer by Abhinavgupta's
commentary on it, the Ahhinav Bharati (10th century AD). While
describing the desi variations, Sharangadeva's Sangita Ratnakara (13th
century) emphasises the expansion of the Natyashastra heritage. Most
contemporary dancers and dance gurus adhere to Nandikeshvara's
Abhinaya Darparam, a thorough treatise.

Dance was no longer a sideshow to drama during the Natyashastra
period and had its own existence by the 13th century. Nritta as a concept
and nritya as distinct individual entities were already developed.
Numerous works on the arts of dance and music have appeared from all
four regions of India, which illustrates this. “Visnudharmotara Purana
(5" century), Manasollasa (12th century) of Someshvaradeva,
Sangitasamayasara (12-13" century) of Parshvadeva, Nrttaratnavali
(13th century) of Jayasenapati, Sangitamakaranda (13-14th century) of
Narada, Sangitopanisatsaroddhara (14" century) of Sudhakalasa,
Sangitadamodara (15th century) and Hastamuktavali of Subhankara.
Nrtyaratnakosa (15th century) of Maharana Kumbha, Nrtyadhyaya
(14th century) of Asokamalla, Bharatanava of Nandikeshwara,
Rasakaumudi of Srikantha, Nartananirnaya (late 16th century) of
Pundarika Vitthala, Sangitadarpana (17th century) of Damodara,
Sangitanarayana of Purusottama Misra, Sivatattvaratnakara of
Basavaraja,  Natyasasirasamgraha  of  Govindacarya  and
Sangitasarasamgraha of Ghanashyamdas - all these deal with dance in
detail.” *

The treatment of dance as an accessory to drama in the context of natya,
as stated in the Natyashastra, is continued in some of the other texts.
Examples include Dasarupaka of Dhananjaya, which elaborates on the
ten different types of plays, Srngaraprakasa of Bhoja,
Natakalaksanaratnakosa  of  Sagaranandi,  Natyadarpana  of
Ramachandra and Gunachandra, Bharata Muni only included the Margi
style in the Natyashastra. They were not included in the Natyashastra
even if the local variants did exist. A number of later authors, including
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Dandin, Bhoja, Saradatanaya, Sagaranandin, and others, have discussed
local dances.

The body motions, postures, and other dance skills mentioned in these
writings are related to modern dance performing practises, which are
rooted in the oral tradition. With each breath that is taken, life changes
so do the oral tradition, giving an artist the greatest amount of creative
flexibility.

Dance has always been an essential component of Indian culture, even
today. At every significant event in life, including childbirth, weddings,
kingly coronations, and even funerals, dance is performed. At
intersections, dancers from the social and professional worlds cross
paths. The skilled dancers received commissions from kings and
temples. The pride and cherished belongings of their kingdoms were
Amprapali, Vaishakhi, Vasantsena, Madhavi, and similar individuals.
No fewer than poets like llango, Kalidasa, Bhasa, Bana, Vararuci,
Bhavabhuti, Harsa, Rajasekhara, Damodaragupta, Jayantabhatta, and in
more recent times, K M Munshi and many others, wrote vivid
descriptions of their lives, their dance, its technique, its teaching, and
its social relevance. These poems were written in Sanskrit as well as in
the local language. These made-up tales may have been the product of
creative imagining, but they were supported by and indicative of the
times and cultures in which they were written. Even today, in the
democratic Indian culture, patronage from the regal and the state still
exists; the titles have simply changed. They also include literary works
that are likely fictional novels in which the main female character is
either a dancer or in which scenes with dancers or a dance performance
are essential to the plot. Additionally, there are numerous legends and
stories that already exist in the Epics and Puranas, which serve as the
foundation for the sahitya and the topics for dance and dance-drama
performances.

Rajatarangini mentions the appreciation of dance and music by
Kashmir's King Harsha (11th century). Numerous references to
dancers, dance teachers, dance legends, and the connection between
dance and temples can be found throughout this literature. There are
particular references to the names of the dancers associated with certain
temples, such as Kamala of Paundravardhan in the Kartikeya temple
and Sahaja and Kayya associated with another temple. Numerous
examples of dancing females and tales about them are given in
Ksemendra's Brhatkathamanjan. Five different forms of Goshthis are

112



iee gvgeT ISBN: 978-81-956774-3-6

described in the Harsacharita of Bana: kavyagoshthi, galpagoshthi,
gitagoshthi, nrityagoshthi, and vadyagoshthi. Additionally, it describes
the various dance styles, who performed them, and their individual
qualities. There is extensive information on musical instruments and
tala's significance. The dancers' anklets were very important in keeping
the beat.

Madhavi is referred to as Vanavamakal in the renowned Tamil work
Silappadikaram by llango from the second to third centuries, which
claims that she is descended from Urvasi (divine woman). Madhavi
performs her arangetram in front of the king. Later, Madhavi takes the
stage during the Indra Festival as well. The number of technical dance
terminology used in this literature, including elir kai, tolir kai, arangu,
izrippu, and many more, demonstrates that the classical dance form is
widely practised and understood. These terms include natya, ranga,
pindi, varam, karanam, and mandala. They appear to have been
effectively incorporated into the local dancing traditions at the time.
Other dancing ladies (besides devadasis) are mentioned in this book as
well, including kaval ganika (women guards), kalattiladum kutt
(dancers in the military camp), adal kuttis (dancers who performed
ahakkuttu or srngara dances like padams), and others. “It appears that
by the time of the Silappadikaram the three-fold classification of
dancing girls as ganikas, kuttis and adal siladi - corresponding to the
later classification tahyilar, patiyilar and devaradiyal - had come into

vogue”.?

Silappadikaram, in particular, includes in-depth chapters on dance
(Arangetru Kadai), music, and instruments (Kadaladu Kadai,
Konalvari, Venir Kadai), as well as traditional dances (Archiyar
Kurava.). The book also makes reference to a dance or authoritative
document by the name of "Jayantam" that outlined the required protocol
for the dance. Aadal, the term for dance, was more frequently shortened
to Kuttu. Details of Madhavi's arangetram are provided. The chapter on
dance goes into considerable length about the dance instructor's
expertise, his talent as a choreographer and musician, and the basic
concepts of stage management. The literature also defines two separate
dancing styles that were popular at the time, the Aham (Ahakuttv) and
Puram (Purakuttu). Twin ideas like Aryam and Tamil, as well as Lyalpu
and Desi, are described under Ahakuttu. Additionally, Chokkam or
Suddha Nrttam (pure dance; later nritta) was created from Santi Kuthu
and included all 108 karanas. The other was Mei Kuttu, which
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combined Singalam, Vadugu, and Desi. Santa Kuttu, Vanmai Kuttu
(tandava), and Menntai Kuttu were its three divisions (lasya). Three
modes—Perunatai, Charyay, and Bhramari—come under Purakuttu.
The narrative of Silappadikaram included elements of both classical
and traditional dance traditions.

Sanskrit literary works are replete with references to dance and dancing.
There are numerous complexes and highly technical descriptions of
dance performances in the Sanskrit kavya and natya literature. The
dramatic verse is a common feature of both kavya and natya literature,
and it lends itself well to dance interpretations. The Natyashastra's
tenets of dance appear to be exceedingly well understood by these poet-
dramatists.

Malvika is a princess who is a skilled dancer, and her performance in
Malavikagnimitra, the well-known natya of Kalidasa, is the highlight
of this work. This literary work focuses on Malavika's real
performance; as a result, there are numerous details of her repertoire,
the accompanists, her performance, and the dancer's own technical
abilities. Malavika is described as being extremely quick to understand
and deft in the technique of expressive movement (‘bhavikam'’) by
Ganadasa, the dance master. Malvikagnmitra has in-depth technical
references pertaining to dance as well. There is a "preksagrha" (theatre)
and a separate hall for music and dance practice in the palace of
Pushyamitra (about 150 BC). There are two royal dance masters; the
king's patron is Haradafta, and the queen is Ganadasa. They are referred
to as "nartayita,” "natvacharya,” and "abhinayacharya." They were
performers as well as gurus. The Ardhanariswara form of Shiva,
according to Ganadasa, is the source of the two-fold dance (tandava and
lasya). The term "natya 'abhinayavidya'shilpa,” which at the time meant
art or craft, was used to describe the dancing masters' creations. The
performer's name was "patra." Differences between "sastra™ (theory)
and "prayoga" are made by both dancing teachers (performance).
According to renowned art historian Anand Coomarswami, the royal
and noble ladies of the court not only patronized dance but also studied
and practiced it.

The precise stage directions provided by Kalidasa in Abhijnana
Shakuntal demonstrate the care the poet-dramatist took to ensure that
the play was performed properly. His inventive use of dance hastas and
motions to portray ideas that are physically impossible to display on
stage is, however, what | find most fascinating. The subject of dancing
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and music, particularly, is covered in greater technicality in
Vikramorvasya, another work by Kalidasa. Urvasi, a talented dancer,
has exceptional virtuosity in her performance of all eight rasas. In fact,
copious allusions to and descriptions of music and dance are found
throughout Kalidasa's whole body of written work. He frequently uses
dancing imagery in his similes in Meghdutam and Rutu Samhara. The
gracefulness of women dancing in Alkapuri is described in Meghdutam,
along with descriptions of the dances performed by the women of
Ujjain, the peacocks who dance when thunder rumbles, and the women
of Ujjain's dances. The hum of the bees serves as the melody, and in his
Raghuvamsa, a description of creepers compares them to the hands of
a dancer whose gestures are perpetual. A young dancer just beginning
to acquire abhinaya is likened to a young dancer as they move their
branches, in a pretty amazing simile! VVasantsena is a skilled dancer and
is a courtesan-heroine in the well-known Mrcchakatika. Her moves are
frequently characterized in words.

Writers like Somadeva (of Kashmir), author of Kathasaritasagara, and
Jinavallabh (of Rajasthan), author of Sanghapattaka, have made
references to dancers dancing in temples in their works from the 11th
century. While the Jain Jinavallabha depicts dancing girls distracting
monks in the derasars of Rajasthan, Kathasaritasagara really features
two devadasis named Sundari of Kanchanpura and Rupanika of
Mathura.
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Abstract

The words Materials & Manners have been used from the beginning
of human civilization. The applications were important in Vedic,
Prehistorical, and Historical eras. These two words are closely
associated with the way we live our day-to-day lives.

The Materials & Manners are the most prominent and co-related with
each other in the Oral tradition of learning Indian Classical Music
under the method of Guru Sishya Parampara.

Both of these two concepts are depending on two thoughts What &
How. That means what and how to play, sing, learn, practice something
in all the aspects of human’s life as well as in the field of Indian
Classical Music. It depends on the four main concepts of Indian
Classical Music. These are Shastra-Tantra-Vidya-Kala. The
circumstance of these four concepts or pillars are including known as
Sanskar. It can be defined Sanskar also as the conclusion of
Mannerisms in the learning method of Indian Classical Music. Now a
days It is very easy to get these musical Materials regarding
learning music or any kind of thing from internet. But it would not be
perfect to achieve the perfection in musicality as well as proper Manner
without a perfect Guru.

Guru is a medium to establish these two concepts in the life of disciples
as Sanskar.

Keywords: Materials, Manners, How, What, Sastra, Tantra, Kala,
Viddya, Experience, Sanskar, Kalakar, Family, Society, Guru,
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Tatkarmyannabandhayasavidyayavimuktaye /
Aydsayaparm karmavidya nyasilpanaipunm |/
(Vishpu Purana 1-19-41)

The above quotation is the reflection of the Indian educational system.
In the Vedic period, the main educational system was based on Veda
and there was a great concept of Guru Sishya or Rishi Muni Parampara.
Till now this educational system is being followed. This learning
system was based on the Oral Method or Sina-Ba-Sina Talim which
means the transformation of lessons from the gurus' heart to the
Sishyas' heart. It seems that the guru is transferring the Materials orally
to his/her disciples. In the past gurus could understand that one student
should have the self-disciplined to succeed, positive vibrations, and
teaching should suit the natural inclination of a scholar. A proper Guru
must evaluate the disciples and impart comprehension in the subject of
his/her preference. That’s why in ancient times a tutor/guru
provided only exhortation/guidance to his/her disciples, and students
needed to put their hearts and minds behind that to assimilate the
understanding. This educational system is normally known as the oral
tradition of guru Sishya Parampara. In this tradition, Manners &
Materials are most prominent and correlated with each other.

Concept of Guru in Indian Tradition
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According to Hindu mythology Guru means Brahma, Vishnu,
Maheswara & Para-brahma. In one word it can be said that Guru menas
the source of knowledge. Who enlightend the disciples with the power
of knowledge. He is an example of Purity, Honesty, Calmness,
Spirituality, Knowledge, loyalty, Punctualty etc. Guru has to ability of
Willing to teach and How to teach scholars or disciples.

Concept of Musical Materials
Materials means the different terminology of Indian Classical Music.
These are Raaga, Khayal, Bandish, Kayda, Rela, Peshker, Gat, etc.

Concept of Musical Manner

Manners is related to the guidance regarding the application of
Materials in a proper way. That means how to do/sing/play/riyaz etc.
This concept teaches consciousness, self-control, and purity of thought
and action.
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Materials & Manners in Ancient time

Scholars know that since ancient times when people lived in caves, they
used to communicate to do their daily tasks by using words or gestures
or the medium of cave paintings. They used to share their information
to each other through those mediums. Their materials and mannerisms
were very different, which changed over time and took a modern form
today.

Learning of Materials & Mannerisms from Family

Students get the foundation of mannerisms from the family. It means
what to do and how to do it. For example,

How to speak, what to talk to adults, what is true or what is false, who
is God, what to believe and what not to believe, what is humans’
mother's tounge, what is his/ her country, learning the mother's
language, learning to walk with his/her mother's hand as a child etc.
There are many other types of manners that he/she learn from everyday
in the family, including parents, which later subconsciously being set
up in his/her mind. This form is what people call family reformation
(Sanskar). These mannerisms become a vital part in the daily life of
human beings.

Learning of Materials & Mannerisms from Society

People also learn different types of manners with the materials from
society. Since humans are social being. Having social manners or
learning is also very important, which people learn subconsciously
from society in many ways. For example,

How-to walk-in society, how much to talk to whom, what to say, etc.
these are the things that individuals learn orally from the society. Which
helps to become social beings. Society teaches persons how to behave
in many ways.

The Prominence and Application of Material & Manner in
learning Music by Guru

Since the discussion is about music and the role of material and
manners are there, It is said that the manners and materials received
from our guru along with these subjects serve as one of the major
foundations of our musical tradition. If we say in brief, we get various
types of music lessons from our guru, such as Kayda, Rela, Peshkar,
Raga, Ragini, Pakad, etc. And a guru also teaches disciples how to play
these and what things to play. The musical material is like grammar or
rules and the manner is how to apply these rules or grammar like
sing/play/reyaz/perform etc.
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For more discussion, the four topics should be highlighted which is
discussed below - Shastra-Tantra-Vidya-Kala

Concept of Sastra / Scripture:

Shastra is the literature of the music, in which it is written in detail its
origin, development, history, a detailed discussion of Raga-Ragini,
Rhythm, Rhythmic, etc. This scripture is a matter of understanding and
knowing which only can be learnt or understood by the guidance of a
Guru. There are 6 prominent Gharanas or schools of Tabla and the
detailed discussion of these Gharanas is the scriptures. It means what
is gharana, history of gharana, playing style of these gharanas etc.

Concept of Tantra / Technique:

Tantra means Technique. When we learn a Kayda, Rela, Peshkar, Raga
or Raga-Ragini, Bandishes, etc, scholars learn the art of technique from
the Guru. To master the technique, a specific phrase of musical or
rythamic compositions have to be practiced rigorously by the disciples.
According to the great musiocologist Pandit Vishnu Digambar
Paluskar if a phrase is played 100 times, it would be memorized, and
when is practiced 500 times, then it would be fixed and if the same
phrase is practiced 1000 times, then the process of perfection starts.

Concept of Vidya / Higher Knowledge:

Vidya means Teaching or learning, which is traditionally taeched by a
guruand received by a disciple. The traditional style of teaching is Sina
ba Sina Talim. The Guru sits infornt of his/her disciple and teaches the
musical aspects which makes a disciple proficient in the specific art
form.

Concept of Kala / Art:

Kala is a concept, when a disciple achieves the capability to bear the
musical aesthetics that he/she learnt from a guru for a long period. This
part of Sanskar plays a vital role for a disciple to be an Artist. That also
helps an artist to achieve an honest, good, and mature personality.

Different Materials & Mannerisms of 6 Gharanas of Tabla

There are six prominent Schools or Gharanas of Tabla. These are Delhi,
Ajdara, Luckhnow, Farukhhabad, Banaras, & Punjab. All the
Gharanars have different playing styles with different materials &
manners. The idioligies of all the Gharanas are established on basis of
different places, experiences, and application of different playing style
of scholars.
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An example regarding the clarification of Material & Manerism on
Tabla. For example, one traditional kayda of delhi gharana is
mentioned below:

Dha Dha Ti Ta | Dha Dha Tin Na | Ta Ta Ti Ta | Dha Dha Dhin Na | Dha

This is a prominent kayda of Delhi Gharana kayda which is composed
on Teen Taal (16 beats). Kayda is a Material of Tabla it means the
composition which has a basic rules and regulations to play on Tabla
with some special letters like Tita, Kirdhatita, Dhenegene, Tirkita etc.
But how to play this kayda in Tabla is known as Mannerism. In detail,
this a famous Kayda of Delhi Gharana and in this specific style Dha
and Ta is being played on Chanti and Ti, Ta on Sehai by using the
Middle and Index finger. But if it is played in Punjab Gharana that time
the concept of Ti, Ta will be changed that it has to be played by using
index and the other three fingers in a reverse way. So that’s the reason
the Materials & Manners is important in Tabla as well as learning in
Indian Classical Music under the method of Gurusishya Parampara.

Conclusion

Materials & Manners (MM) are one of the main two concept regarding
the learning of Indian Art & Literature as well as Indian Music under
the method of oral tradition of Guru Sishya Parampara. Sankskar is the
combination of four concepts of traditional Indian art form Shastra,
Tantra, Vidya, Kala. These four concepts are the foundation of
learning Materilas and Manners in Indian Music. These two words are
an integral part of these four concepts which it is a vital part of Indian
classical Music. Both of these are interrelated with each other.
We learn it from the guru as a disciple. These four thoughts of MM are
combindly established as Sanskar which is very crucial for the
musicians. Here the concept is discussed by using a famous Kayda of
Tabla. It should be established in all the sector of performing Art as
well as in all kind of Institutions.
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History

Devadasis of Tamil Nadu

Mythologically, it is believed that it was Urvashi, one of the Apsaras in
Indra’s court who taught dance to the devadasis. Devadasis - derived
from the words, Deva (deity) and Dasis (devotee) - were the temple
dancers of South India.
The devadasi system was such that girls
at a very young age were dedicated to
the temple and were often considered to
be married to the deity. This was
commemorated by a ceremony
called pottukattal, where  girls  were
made to wear a bottu (golden chain)
around their neck, symbolic of their
marriage with the deity. There are
references of devadasis often  being
called nitya sumangali (eternally
married and free from widowhood). Once a girl became a devadasi, she
started training in the dance form called Sadir Attam also known
as Dasi  Attamunder the guidance of dance teachers
called Nattuvanar or Koothiliar. The Nattuavanar played the role of a
Guru and made sure that the art form was passed down from generation
to generation. After years of training, on the occasion of
their Arangetral (first dance performance), the devadasis earned the
title of thalaikole. Patronised by the Kings and other influential classes
of society, the devadasis performed in the dance halls (natyamandapas)
within the temple complexes. They were also involved in other
activities associated with the temple and their dance was considered a
vital part of ritual worship.

Devadasi system have been prevalent throughout the post-Vedic period
in multiple forms. Although direct explanations of the devadasi system
largely evaded historians, some of the intellectual traditions during the
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post-Vedic period do mention the art form and appear to present it as
female-centric. Among the more significant in this respect is the
Natyashastra, a Sanskrit text written by Bharatamuni on the performing
arts, as it constitutes one of the earliest references to the devadasis’
traditional dance form.

The Chola, Pandya and Pallava dynasties successively contributed to
the Development of the system in the south of India. It is said that at a
certain Point, the Chola Empire had more than 400 devadasis
performing within its Economic system. However, as opposed to an
approach based strictly on numbers, a qualitative analysis of royal and
noble influences on the devadasi system is germane. Through this
analysis, we seek to answer three questions: first, whether the art Form
would have survived at all in the absence of royal patronage; secondly,
whether there was a direct or substantial change in the way the art form
developed due to royal interference, and thirdly, whether the devadasi
system was a State-run prostitution ring. In order to answer the first
question, it is pertinent to look at the art forms that have developed
without royal or political support. It is relatively easy to find examples
of art forms which have either disappeared or on the verge of Extinction
because of a lack of state support or interest in the art form. Modern
Discussions on indigenous art forms of Native Americans or Maori
tribes of New Zealand revolve around similar arguments. For an art
form to survive close to 2,000 years without some form of support or
endorsement from the state (in other words ‘royal patronage’) is
difficult if not impossible. That an art form cannot survive over such a
long period if it is discouraged by the state and subjected to legal
sanctions such as censorship is an even more evident. At the very
minimum, the survival of the devadasi system and by extension its art
form is heavily dependent on the legal permission for its continuation.

The first success of the anti-nautch campaign was seen in the form of a
despatch issued by the Government in 1911 calling for nationwide
action against sadir performances. This was followed by targeted
legislative steps such as the enactment of the Bombay Devadasi
Protection Act in 1934 by the British Government which criminalised
the dedication of women to the temple, irrespective of whether or not
she consented to such dedication. The preamble of this Act noted that
the practice of dedication, “however ancient and pure in its origin, now
leads such women to a life of prostitution”. The Madras (Devadasis
Prevention of Dedication) Act of 1947 came next in the line of targeted
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legislative action against the devadasi system. Just like the 1934 Act,
this Act prohibited the dedication of women as devadasis in the
Presidency of Madras and its preamble noted that the practice led
“many of the women so dedicated to a life of prostitution”. Apart from
this difference in the wording of the perambulatory clause, this law also
declared as unlawful the “dancing by a woman ... in the precincts of
any temple or other religious institution, or in any procession of a Hindu
deity, idol or object of worship installed in any such temple or at any
festival or ceremony held in respect of such a deity, idol or object of
worship”. Taken literally, this provision prohibits any kind of dance
performed by any woman in any temple or for any ceremony that
involves a Hindu deity. However, the preamble of the Act and the
context in which it was enacted reveal that it was intended to target the
devadasi who wished to practise the art form that she held close to her
identity.

Evolution of the tradition through Guru-Shishya Parampara

The devadasis in particular and their community in general were highly
respected in society, and were often also the repository of wealth and
land. Devadasis were also known to be better educated than women in
general. For instance, in Andhra Pradesh, devadasis were very much a
part of the literati. They would interact and work with upper-caste poets
on the interpretation of their literary works and the expression of their
meaning through abhinaya (which means leading the audience towards
the experience (bhava) of a sentiment (rasa)). Their expertise in various
fields of knowledge ranging from literature to mathematics was a by-
product of their practice of the Guru-Sishya parampara.

Generally, when art is viewed as a cultural heritage, people attached to
it tend to develop institutions to ‘market’ and ‘preserve’ this heritage.
The issue with this notion is that the heritage thus preserved becomes
amenable as an instrument of social engineering to those in control of
these institutions. As a shared heritage becomes symbolic of the cultural
exchanges of the past and the present, it becomes increasingly important
to control the narrative surrounding it in order to shape society.

In other words, if the issue that arose had to do with the morality of the
dancers, then the best recourse is to bestow this form of dance on those
who were considered ‘respectable’ by the standards of the ruling elite.
However, this in itself was only the first step because they also found
issues with erotic content of the dance form, which was now viewed as
inappropriate or even “obscene”. Given this premise, there were two
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aspects of the revival of sadir in the form of Bharatanatyam. First, the
dance needed to be taken away from the people who practised it, to
cleanse it of moral impurities. Secondly, it needed to be reconfigured
and reimagined in light of a chaste and ‘proper’ audience. Interestingly,
in a reply to a petition, the Governor of Madras at that time stated that
the dance per se was separate from the subjective and individual
morality of the dancer. That is, the devadasis’ practices outside the
scope of their performances were held to be irrelevant in the
classification, appreciation and censorship of the art. This good logic
was subsequently lost. The process of modernisation and rebranding of
sadir as Bharatanatyam was fraught with many social issues. For
example, Rukmini Devi Arundale, one of the foremost proponents of
Bharatanatyam, is credited with the distancing of Tala (the rhythmic
aspects of dance) from the Bhava (lyrical aspect). Another social issue
was that male percussion artists were reluctant to share their knowledge
with female dancers from rural areas or lower classes. This necessarily
implies that a significant number of women from the devadasi
background were not able to acquire or amend their skills required to
practise dance. This issue coupled with the insistence of such male
gurus that the dancer relearn all rhythmic portions of the dance
approached by a new artist, made the profession very difficult for the
devadasis, who were fundamentally accustomed to a flexible and
expressive performance style. However, to her credit, Rukmini Devi
Arundale did help mitigate the problem by encouraging female teachers
to teach dance at Kalakshetra.

Kalakshetra and the Madras Music Academy brought about a
performance-oriented and a pedagogical shift in the practice of the
dance form around the 1930s. With reference to the devadasis, Rukmini
Devi Arundale commented on her pride on being able to do without
them. Scholars posit that Rukmini Devi Arundale’s cultural
appropriation took place in three stages. First, she introduced a system
where the Guru-Shishya Parampara no longer existed. This led to the
dancer herself dictating the terms of the performance as opposed to the
nattuvanars (teachers). Then, in padams, javalis and ashtapadis she
shifted the focus from Murugan and Krishna, both of whom represented
as lovelorn heroes to Nataraja, as a metaphor for the more masculine,
emotionally terse dance form that was emerging. Generally poems
referring of the foremost proponents of Bharatanatyam, is credited with
the distancing of Tala (the rhythmic aspects of dance) from the Bhava
(lyrical aspect).
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Bharatanatyam Gurus, the Real Torch-Bearers

harutanatys Bands (Styles)
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Table 1: Bharatanatvam Banis or Styles

During the times of the Anti-Nautch Campaign that began in 1892, till
the Music academy conference of 1932, that is said to be a milestone
for the revival of Bharatanatyam, we find many references of famous
and revered gurus, who had dedicated themselves to Bharatanatyam.
Their contribution towards the performing arts have been immense.
Bharatam Kasinathayya (1676-1740) was an eminent natyacharya and
composer. He is credited to have composed a lot of early Alarippus and
sabdams. Some of his famous Shabdams were Manduka and
Dashavatara.Kasinathayya was a great teacher, and has a lot of
disciples, prominent among them were the Ramanathapuram Brothers,
Panchanadayya and Vaidyanathayya. These Brothers became
competent dance composers in Bharatanatyam and Kuchipudi,
dedicating their work towards the Almighty. The beauty of the
Unnathapureshwara and the Nandikeswara temples were the prominent
themes of their compositions. Natesa lyer (1865-1935 A.D), known for
his great efforts in reviving Bhagavatha Mela, also was highly
proficient in Bharatanatyam. For his proficiency in the art, his disciples
conferred on him the title, "Bharatam". Also, in those times,
Bharatanatyam as a short-form was called as Bharatam. When he could
not manage the expenses of the annual Nataka Utsav hosted by him,
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Natesa lyer took to teaching dance to devadasi performers of Tanjore,
which fetched him regular income to support his task. He was the guru
for many famous artists namely “Bharatam” Nallur Narayanaswamy
Iyer, Pichu Bhagavatar, “Kinjin” Kothandarama lyer and K Ramani
lyer.

He taught Bharatanatyam to numerous of his disciples, and is one of the
most respected of the Gurus. He is also said to be the guru of Melattur
Dorairaja lyer, the torch-bearer of Melattur style of Bharatanatyam.
Another highly respected guru was Vedantam Laxminarayana
Shastri(1886 — 1956), a kuchipudi teacher and exponent, who learnt
dance from Sri  VempatiVenkatanarayana. He performed
Bharatanatyam with great ease and class. He was highly proficient in
both theory and performance aspects of dance, music and talas. He paid
individual attention towards his pupils and explored the hidden talents
in them. Laxhminarayana Sastry is credited for introducing solo system
of dance in the otherwise traditional dance drama form of Kuchipudi.
Balasaraswati, Vazhuvoor Ramaiah Pillai, Gowri Ammal, Vempati
Peda Satyam, Vempati Chinna Satyam are some of his students. He was
a specialist in Abhinaya. In the late 20s and early 30s, he, along with
his son, Vedantam Jagannadha Sarma toured India extensively to
propagate Bharatanatyam and Kuchipudi.

Kattumannarkoil Muthukumara Pillai (1874 — 1960) was one of the
greatest teacher of his times, alongwith his contemporary
Minakshisundaram Pillai. His name still glows in the performing
Bharatanatyam references. He was the only dance master of the old
tradition who had a career as a performer also. M.K Saroja, Rukmini
Devi, Mrinalini Sarabhai, TK Narayanwere some of his students. He
has also enjoyed special appearances in regional feature films like
Kannika (1947). He was very good at Abhinaya too. He travelled from
village to village, teaching and preaching Bharatanatyam. Swarna
Saraswati, another great Bharatanatyam dancer of early 1920s was
highly proficient in Abhinaya. She preceded Balasaraswati and was not
related to devadasi tradition of dance. Muthukumara Pillai is said to
have brushed up his Abhinaya skills from Swarna Saraswati.K
Lalita(1918-1992), a brahmin, learnt Bharatanatyam from K
Muthukumara Pillai in 1931 at the age of 13 in Madras. She could not
give formal Arangetram, as during those times, Bharata Natya easily
could have got misunderstood as a devadasi tradition. At the age of 16
she opened her own dance school “Saraswati gana K Kandhappa Pillai
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(1899-1941)inheritedthe great tradition of Bharatanatyam for over six
generations into the family of nattuvanars and dance teachers. He was
ateacher to T Balasaraswati. She started training at the age of five under
him. In 1925, at age seven she had her arangetram (debut public
performance) at a shrine to the goddess Devi in the city of
Kanchipuram.Mylapore Gowri ammal(1892-1971) represented a
pinnacle of perfection. She was particularly noted for the perfect
synchronization of muscle movement and emotions through her
Abhinaya. Her mother Doraikannamma too was a dancer who had
learnt Bharatanatyam from Krishna Nattuvanar of Tanjore.

Muguru Amritappa (~1848 ~1920) a gifted Natyacharya, along with
Muguru  Subbanna, developed the Muguru tradition of
Bharatanatyam.Krishnaraja Wodeyar 111 appointed Amrutappa to head
the ashthana troupe. Amritappa was a great teacher, and had a vast
following of disciples. Once, he continuously performed Natuvangam
for twenty four performing teams that had complex Nritta items, and it
was considered an extraordinary feat. Yajamana Kolar Kittanna, as
mentioned earlier, stands tallest amongst Natyacharyas of Mysore. He
underwent rigourous training under great gurus of his time, such as
Sadashivayya and Venkatasubbayya. Kittanna was a very active person,
and was well versed with Nritta and Abhinaya. He taught to a lot of
students, and his style of Bharatanatyam was more vibrant. Jatti
Thayamma (1857-1947), the inimitable stalwart of Mysore style of
Bharata Natya, plays a pivotal role in enlightening us with the Mysore
Bharata Natya Bani. The Mysore tradition of Bharata Natya is also
known as the Rasabhinaya tradition, and it was formulated by Jatti
Thayamma.

Minakshi Sundaram Pillai (1869-1964), formed the Pandanallur Bani,
known for its broad sweeping movements and exquisite framing of
Teeramanams with beautiful Adavus. He too, like K Muthukumaran
Pillai, was a great teacher, who also for some time taught at
Kalakshetra, on the invitation of Rukmini Devi. One of his disciples
was Shanta Rao, a saraswat brahmin hailing from Mangalore, and a
contemporary to Balasaraswati and Rukmini Devi. She had her own
unique style of Bharatanatyam, what was dynamic and more masculine
Kanchipuram Ellappacame from Kanchipuram, and honed his skills
with Kandappa. Ellappa was kandappa“s cousin. Ellappa had been
Kandappa™s assistant for several years. His home in Mambalam
attracted the likes of Ram Gopal, the internationally famous dancer, and
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a host of French girls who made Madras their dance-home. He was a
skilful teacher and a great singer. Ellappa accompanied Balasaraswati
for her program after Kandappa left Bala. Ellappa is known for
propagating the Kanchipuram Bani.

Conclusion

The different Banisor the styles, covered a vast geographical area and
were like the vedic schools (Paathshalas) present since generations,
with the real torch bearers being the Gurus from devadasi Era, as
presented in the generic Bharatanatyam texts. From the time of
Devadasis these Gurus were responsible for the ongoing culture of the
Guru-Shishya Parampara that still exists today. With such a vast
presence of such revered gurus from the late 19th century to the early
20th century, and the development of their own unique styles, one can
infer that Bharatanatyam was never out of vogue. Numerous
Arangetrams & performances between 1930 -1940 ranging from
Bombay to Mangalore, Mysore to Chennai, give us an idea of the vast
presence of Bharatanatyam gurus who must have painstakingly trained
such performers for many years to reach this level. Thus, stating that
Bharatanatyam did not exist, or was renamed and revived, is not a
correct claim, and would be an insult to all these gurus, who have
dedicated their entire lifetime pursuing and propagating this unique and
ancient dance art form of India. One must honour our rich way of
teaching the ancient wisdom to our future generation sand give due
credit to all the above teachers who have kept Bharatanatyam alive till
today.
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Guru-shishya Parampara is the practise of passing down the knowledge
of the ancient traditions from one generation to the next, from the
teacher to the students, and from the gurus to the disciples. This custom
can be traced back to the Vedic era, when it involved the guru teaching
his disciples courses in religion and spirituality. The shishya was
expected to stay with his guru and constantly observe his daily
activities in order to learn from him and his meticulous teachings.

The relationship between a guru and a student, also known as a teacher
and a pupil, is one of the most divine and sovereign relationships since
it displays a greater range of knowledge, obedience, and
belongingness. There is a strong connection between
knowledge, respect, and motivation, as well as a sense of the guru's
aura and intimacy.

The guru shishya Parampara has been the main and sole means of
passing down this beautiful tradition through the ages in Hindustani
classical music. We learn about the anecdotes of how the guru's and
the shishya's lives became entwined. Gurumukhi vidya is the only way
to learn this technique in our music. The learner needs to be under close
supervision throughout the fundamental instruction, such as voice
culture and notation, to prevent deviation or the acquisition of
improper techniques.

Indian classical music is essentially a hereditary legacy that is passed
down from father to son and typically taught in a pedagogical manner.
Watching and listening to the teacher, or guru (ustad if Muslim, pandit
if Hindu), is an essential component of learning because Indian
music is rarely recorded. There is a common opinion that civilizations
who learn through oral traditions exhibit more appreciation for purity
and antiquity. As a result, they have a sincere, unwavering respect for
ancient wisdom and knowledge that is different from cultures
where knowledge is written down and documented.

The person passing on that knowledge, whether it be a guru or the
student's own father or uncle, takes on a legendary status in the eyes of
the disciple. The civilizations of South Asia are renowned for their
extraordinary respect for age and authority; parents and elders
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are constantly honoured, and instructors and gurus are respected much
more. When addressing an elder, or even another outstanding person,
by their first name, the honorific "ji" is added, even though people
unfamiliar with this custom frequently mistake it for a part of the name.
The guru-shishya Parampara, or "code of conduct between teacher and
pupil," is an ancient tradition that stipulates that advanced knowledge
can only be imparted within the context of a spiritual relationship
between guru and disciple, and that the acquisition of such knowledge
isonly possible when the disciple abandons his or her ego and assumes
a demeanour of abject submission. It is customary to stoop down and
touch the guru's feet. It is claimed to lessen the student's ego and
increase their heart's (and soul's) openness to receiving the guru's
blessing. The act is primarily symbolic and serves as an outward
manifestation of something that has been deeply ingrained in the
disciple since a wvery young age: an intense respect and
complete subservience enacting the spirit of abject surrender to the one
who imparts this priceless knowledge of music. Although there are
many quasi-scientific explanations for this act, it is

primarily symbolic. In exchange, the senior or guru places his or her
hands on the disciple's head, signifying a direct blessing for the learner
to be successful in whatever endeavour they have embarked on.

Being a leading maestro's disciple entails such a weighty responsibility
for both the master and the disciple that limits must be clearly defined
and the pupil's subservience must always be evident. The guru publicly
accepted the student by tying a ceremonial thread on the student's wrist
in an earlier ceremony where the shishya made a formal announcement
to society that he was entering the Parampara. The rite was known as
"Ganda Bandhan,” where "Ganda" stood for the sacred thread and
"Bandhan" for tying.

The most crucial step in learning our music is to pay attention to the
guru while attempting to understand what he is singing using the
body's audible regions. Directly following the guru while singing along
with him helps the brain remember the patterns and attempt to
generate more. The most lovely thing about this connection is that you
will have to adhere to this Parampara or ritual regardless of your sector.
It is something that ties the two parties together and enhances the
beauty and purity of their connection. This is crucial to understand
before anyone ever begins their official training in Indian classical
music schools.
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A Guru and shishya

Today, there are probably very few people who do not understand what
the terms "guru" and "shishya"” mean. We can define guru as our
instructor and our guide on the road to knowledge in the most basic
words possible. Everyone should have a guru in their life; this does not
need to be restricted to a specific field or genre. On the other side, a
shishya is a student or a disciple who is learning under the direction of
the guru and adhering to them to acquire some expertise in the subject.
Even if you judge the relationship between guru and shishya by the
books and the stars, you will notice that it is quite old, and the ritual's
Parampara has frequently been described to as pure.

Guru shishya Parampara

One of the main tenets of the guru-shishya relationship, also referred
to as the guru-shishya Parampara, is that the guru makes the final
choice. It implies that everything they do to help the shishya is final
and cannot be compromised in any way. As a result, the guru
is automatically granted total control over the pupil and their
education. One of the main justifications for this authority is the notion
that only the guru is capable of comprehending the shishya with the
same poise and kindness. The shishya's welfare is the guru's main
concern, hence it is imperative that you abide by all of their
instructions.

The guru shishya parampara is not a novel idea, although receiving a
lot of attention in recent years, and it is crucial to realise this. There is
little doubt that the dynamics of relationships have changed, but this
does not imply that the fundamental principles have also altered.
Even today, you must follow the guru shishya Parampara when you
enrol in a dance or music academy.

The significance of Guru shishya Parampara

The guru-shishya Parampara is significant for several reasons, the most
significant of which are what still make it a binding realm today. In
this regard, the simplest and most straightforward explanation we can
offer is that the guru is the one who directs you towards knowledge
and bestows upon you the gift of learning. You get richer as a result,
therefore maintaining the guru-shishya Parampara is really vital.

After parents, it is said that guru is the person in the world who has
your best interests at heart and makes sure you have access to the best
chances. Due to the fact that they are the ones who teach you something
new, the guru shishya Parampara in music is even more crucial.
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The Guru shishya Parampara is the most crucial criterion since gurus
frequently pass on their years of knowledge, education, and experience
to their disciples. Even though the mechanics of this connection have
evolved over time, we can still assert that the guru should always
be treated with the utmost respect and should always be listened to.
Nowadays, living with gurus is frequently not doable. In this situation,
the students try to locate a location close to the guru's residence and
attempt to see the guru as frequently as possible in order to preserve
the fundamental elements of the guru-shishya Parampara. The guru-
shishya Parampara is occasionally viewed as being less significant
because of all the virtual assistance the present generation receives
from sites like Facebook and YouTube. However, those who are
serious about excelling in music can never obtain the same level
of mentoring and instruction from online resources as they can from
the guru-shishya Parampara. Therefore, despite what the technologies
may try to convince us, there is no substitute for this heritage.

A western music instructor is not the same as an Indian music guru. The
Indian maestro takes on a comprehensive duty for the learner, offering
guidance in every area of life and frequently taking precedence over
the pupil's biological parents, in contrast to the western expectation that
a music teacher will just teach music.

Conclusion

Guru shishya Parampara is our age-old tradition full of benefits. It is
our duty to preserve this treasure and make it available to our future
generations. All though institutionalized education has many benefits
but institution can never replace the guru shishya Parampara benefits.
Institution education can teach variety of styles while the guru
shishya Parampara gives the depth needed. Guru shishya Parampara
alone can give everything need to a shishya while institute alone can
never make it possible. Best possible way is to learn under both the
system simultaneously.
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Abstract

Oral tradition has played a significant role in the preservation of
Jainism, An ancient religion originating in India. Jain scriptures like
Aagamas were initially passed down orally from generation to
generation and later written down in the form of texts.

Oral expressions were created in the form of Prathnas, Stavans, Pooja-
Path, Samayik and Pratikraman which helps you achieve Moksha. Jain
ascetic which are Maharaj Saheb and Mahasatiji helps people
understand how to deal with karma and create Punya which are the
basic of Jainism. They give Pravachan orally which helps people in
doing daily religious activities.

Keywords: Moksha, Dharma, Paap, Punya, Navkar Mantra, Sutra,
Shravak, Shravika, Gandhar

In Jainism oral tradition is considered to be a reliable way of
transmitting religious teachings and Practice. The 24 Tirthankaras of 41"
Ara (Sukham Dukham) who resides in Mahavidaya Kshetra used to
Preach their Shravaks through Vaani and Vyakhyan. At that time people
had that capacity to memorize everything without noting it down and
hence this passed on.

The 24™ Tirthankar Mahavir Swami preached his student Gautam
Swami and 11 Gandhars who were all Brahmins namely Indrabhuti,
Agnibhuti, Vayubhuti,

Aryavakya,Sudharmaswami,Mandita Gandhar, Mauryaputra, Akampit
Gautam,

Achalabharata, Mataraya and Prabhas,

After Few years the 500 Acharyas of Jainism gathered and thought that
the preaching of the Tirthankaras is being vanished. They thought that
let us write down everything which is remembered equally by everyone.
This is how Aagam The Scripture of Jainism was Written.

The word Aagam comes from the Sanskrit word “Agam” which means
to come or to arrive. The direct teachings of 24 Tirthankaras who
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achieved liberation, taught the path of liberation through this scripture.
Overtime some of this teachings,

Were compiled and written down in Sanskrit and Prakrit. The written
text was divided into two languages: Shrut Janana

Which means scriptural knowledge received through listening and
Kevali Janana which is the direct and oral knowledge given by the
Tirthankaras.

The Aagam is considered to be the source of Jain knowledge and the
foundation of Jainism as a religion. There are twelve Angas of Aagams
recognized by Jainism but it is said that only 11 are being written by
the Acharyas. The Angas are further divided into several sub texts,
including 12 Upangas and 10 Prakirnakas.

The time cycle of Jainism are two namedAvsarpini and Uttssarpini
which is the descending and ascending order of time .The current is the
Avsarpini (descending time cycle). It is said that there are infinite
numbers of Tirthankaras. In avsarpini 5" ara is going on which is
(Dukham Sukham) Avsarpini refers to the downward cycle of time in
which the world is said to be in a state of decline, characterized by
physical and modern degeneration, Suffering and sin. The Tirthankaras
have stated that in the current time cycle the souls of living beings are
gradually moving away from the state of liberation and towards a lower
state of existence.

One example of a Jain sutra that has reached us through oral tradition
is the Tattvartha Sutra, also known as the “Book of Reality.” is
presented as a path of self-realization and liberation from the cycle of
birth and death. It provides a systematic explanation of the nature of the
soul, the nature of the universe, and the means of attaining liberation.
The text emphasizes the importance of non-violence, truthfulness, self-
restraint, and detachment, and provides guidelines for living a virtuous
and moral life.This sutra is attributed to the Jain sage, Umasvati, and is
considered to be one of the most important Jain scriptures. It provides
a comprehensive overview of Jain beliefs, including the nature of the
soul, the nature of the world, and the path to spiritual liberation.The
Tattvartha Sutra is widely studied by Jains, both laypeople and
monastics, and is considered a valuable resource for gaining a deeper
understanding of Jain philosophy and practice. The text continues to be
an important part of Jain culture and heritage and is widely respected
all over the world.
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One important Jain text that is believed to have been transmitted orally
before being written down is the Kalpa Sutra. The Kalpa Sutra is a
Jain text that is particularly revered by the Svetambara sect of Jainism
and is considered one of the most important Jain scriptures. It contains
the biographies of the Jain Tirthankaras (enlightened teachers), as well
as the rules and regulations for Jain monastics, and a description of Jain
cosmology and ethics.The Kalpa Sutra is divided into two main
sections: the Bhagavati Sutra, which contains the biographies of the
Tirthankaras, and the Sthaviravali, which contains the rules and
regulations for Jain monastics. The text is written in Sanskrit and is
considered to be one of the earliest Jain texts to be composed.The Kalpa
Sutra is widely revered by Jains and is considered to be a valuable
resource for gaining a deeper understanding of Jainism. It provides
detailed accounts of the lives of the Tirthankaras and their teachings, as
well as descriptions of the events surrounding their births and
enlightenment. The text also contains accounts of the miracles and other
supernatural events associated with the Tirthankaras and provides
insight into the moral and ethical teachings of Jainism.

Many other sutras which are referred by the Guru’s of jainsim were
passed down orally. Some of them are as follows:-

Acharanga Sutra: A Jain text that lays out the rules and regulations for
Jain monastics and provides a comprehensive overview of Jain
cosmology, metaphysics, and ethics:-

Uttaradhyayana Sutra: A Jain text that contains the teachings and
sermons of the Tirthankara Mahavira and provides an overview of Jain
ethics and spiritual practice.

Sutrakritanga: A Jain text that contains the teachings and sermons of
the Tirthankara Mahavira and provides a comprehensive overview of
Jain philosophy and practice.

Niryukti: A Jain text that provides a commentary and explanation of the
Jain scriptures, including the Acharanga Sutra, Uttaradhyayana Sutra,
and Sutrakritanga.

Sthananga Sutra: A Jain text that lays out the rules and regulations for
Jain monastics and provides a comprehensive overview of Jain ethics
and spirituality.

The Navkar Mantra Is a Sanskrit chant in Jainism, a religion that
originated in India. The mantra is a declaration of faith in the principles
of Jainism and is considered the most important prayer in the religion.

137



iee gvgeT ISBN: 978-81-956774-3-6

The mantra roughly translates to “I bow to the true, pure, and
unchanging nature of the Jina (the conqueror)”.The Navkar Mantra Is
believed to have been passed down through oral tradition, meaning that
it was passed from generation to generation by word of mouth. Jains
have a rich tradition of oral storytelling, and the Navkar Mantra is an
important part of that tradition. In Jainism, it is considered important to
memorize and recite the mantra regularly as a way to connect with the
teachings of the religion and to attain spiritual benefits.Today, the
Navkar Mantra is widely known and recited by Jains all over the world.
The mantra has been written down and is available in books and online,
but many Jains still prefer to recite it from memory and pass it down
orally to future generations.

The Nine Tattvas, also known as the Nine Fundamental Principles, are
the core beliefs of Jainism. They form the basis of Jain philosophy and
provide a comprehensive understanding of the nature of existence and
the path to liberation. The Nine Tattvas are as follows:

Jiva: Jiva refers to the individual soul, which is considered to be the
fundamental substance of existence. Jains believe that every living
being has an immortal soul, which is responsible for its experiences and
actions.

Ajiva: Ajiva refers to the non-living things, which include matter,
space, time, and the laws of nature.

Asrava: Asrava refers to the inflow of karmic particles into the soul,
which causes it to become bound to the cycle of birth and death.

Bandha: Bandha refers to the binding of the soul by karmic particles,
which leads to its reincarnation in various realms of existence.

Samvara: Samvara refers to the stoppage of the inflow of karmic
particles into the soul, which is achieved through the practice of
spiritual disciplines and the cultivation of virtuous qualities.

Nirjara: Nirjara refers to the gradual exhaustion of karmic matter, which
leads to the liberation of the soul from the cycle of birth and death.

Moksha: Moksha refers to the state of liberation, in which the soul is
free from all karmic bonds and experiences infinite bliss and
knowledge.

Kevala Jnana: Kevala Jnana refers to the state of omniscience, in which
the soul has complete and perfect knowledge of all things.
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Ishvara; Ishvara refers to the infinite and eternal entity, which governs
the universe and ensures the functioning of the natural laws.

These Nine Tattvas provide a comprehensive understanding of the
nature of existence, the causes of suffering, and the path to liberation in
Jainism. By gaining knowledge of the Nine Tattvas, Jains believe that
they can achieve enlightenment and attain liberation from the cycle of
birth and death.

In Jain communities, the knowledge of the three Ratnas and other Jain
teachings are imparted to the younger generation through various
methods, such as stories, teachings, and sermons by Jain monks and
nuns. Children are also encouraged to attend religious gatherings and
listen to teachings from Jain leaders. The Three Ratnas are as follows:

1.Right Faith (Samyak Darshan): The first Ratna of Jainism is right
faith or belief in the principles of Jainism, which includes the existence
of multiple souls in a single body, the eternal and infinite nature of the
soul, and the existence of the universe since beginningless time.
2.Right Knowledge (Samyak Gyan): The second Ratna of Jainism is
right knowledge, which involves understanding the true nature of
reality and the path to liberation. This involves comprehending the
teachings of the Jain scriptures and acquiring knowledge about the
universe, soul, and karmic matter.

3.Right Conduct (Samyak Charitra): The third Ratna of Jainism is right
conduct, which involves leading a moral and ethical life, characterized
by non-violence, truthfulness, celibacy, non-stealing, and detachment
from material possessions. It involves avoiding harmful thoughts,
words, and actions and performing positive actions to help others.
Conclusion

All the sutras that are stated here brings out that how the teaching of 24
Tirthankaras have passed on with a motive “ Ahimsa Parmo Dharma”
which means Non Violence is the highest virtue. The principle of non-
violence is closely tied to the Jain concept of the soul and the belief that
all living beings have an eternal and infinite soul, just like humans. Jains
believe that causing harm to any living being, no matter how small,
leads to the accumulation of negative karma and hinders the soul’s
progress towards liberation. Through the medium of Oral tradition
which was later been scripted we find it easy to understand the values
of the religion we follow .
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In the history of India, we have had a tradition of very unique
relationship between teacher and student which passes on the collective
fine arts and culture. In the South Asian subcontinent people practice
various fine arts and martial arts and they teach with a very ritualistic
method of acceptance and representation of a certain tradition and line.
In the music field in India the was this was and has to this day
manifested is in the phenomena known as the "Guru Shishya
Parampara”, which basically translates to "teacher student tradition." As
can even be apparent in the name it is something which is held as quite
sacred and it is a central aspect to the way the art is passed on. In Indian
classical music as well as various forms of light and folk music there
are a number of subdivisions which are distinct in style musically. For
instance, an instrument may be played with a particular kind of
perspective in mind wherein they are to highlight particular kinds of
sounds or phrases, and those played in a distinct arrangement and style.
There are many ways to organize the material that may be given in any
musical instrument or vocal or a percussion instrument, and the South
Asian culture does a very good justice to this concept of the various
subdivisions that have come about with artists creating and developing
distinct styles that evolve into their own tradition, or "Parampara.”
These unique distinct styles which have developed into their own
traditions are known as "gharanas.” The term "gharana" is one that can
be seen in all forms of music in India from vocal classical tradition, to
all different instruments used in Indian classical, as well as forms of
dance.

In the olden days much effort was used to keep the style unique and true
to their principles. Gharanas evolved in their own areas which were sort
of formed as a response to the needs of the audience as well as the
hivemind which was created with the collective culture of the respective
area. The various distinctions have almost a kind of spiritual
significance to those who are the followers of a tradition. In the modern
day however, we have much more access to information widely
available to use now more than ever before. This particular trend to
more widespread access of information has contributed to the loss of
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people being strictly tied to a particular gharana with the same kind of
strictness as before. There are also a number of historical figures who
studied from various different styles and mixed them to form their own
lines of tradition. All these particular distinctions of style and unique
sudations however stem from one thing in particular, and that is the
"Guru Shishya Parampara.”

In the tradition one thing that is the most important is the strict devotion
to the teachings and instructions of the "guru.” The term of "guru” is
one that has much more significance than just the english translation of
teacher. The "guru™ is seen as a guide on a journey as well as a sort of
ideal figure to emulate and mirror one’s actions. They are given utmost
respect and a sort of spiritual deference. There is the concept of the
"ganda bandhan" ceremony which is seen all over the subcontinent of
South Asia as a sort of rite of passage in this "Guru Shishya Parampara."”
In this ceremony whatever religious prayer is done by the guru
accompanied by the student. This is then followed by the guru tying a
string typically red in color on the wrist of the student. This ritual
signifies a bond with the guru and the shishya where the guru is now
accepting of the student and open to teaching the intricacies of the
tradition, and the student is now a representative of the guru’s tradition
as they are now part of that particular lineage. This ceremony is
typically done publicly in front of other musicians as well as the family
of the student and the family of the guru, as well as other students of
the guru. This is also a public admission of the student into the tradition
of the lineage of gurus. After the ceremony the student is considered a
part of the guru’s family carrying on the lineage of the "Parampara." It
is up to the guru to decide when is an appropriate time for the student
to carry out this ritual. Some gurus do it the first thing before even
teaching the student, and some do it years after. This really depends on
the particular thought process of the guru.

Personally, | have witnessed both cases and after asking the reasoning
| was told by the gurus how they perceived the significance of the ritual.
For those who did it first thing they told me that it was a kind of
auspicious start to the training of the student. It was a kind of an
initiation which mentally put the guru in a mental space so that they can
teach the student without any kind of barrier. The other case is when
the guru waits a certain amount of time and that period of waiting is a
kind of test period to slowly gain an understanding of the student. In
traditional times the student would live with the guru and learn from the
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guru and live like a family member taking on various household chores
S0 as to have the student become more like a household member like a
child of the guru. These responsibilities were placed on the student and
often times it was also used as a kind of test. These tests would make
the student more resilient and have the student have more value for the
teachings they received as they put in a kind of effort to make the guru
and their family happy. These concepts can also be seen today in the
houses of musical maestros as well as in gurukuls.

The Guru Shishya Parampara has a rich history and has been
responsible for the passing on of the oral tradition of Indian Classical
music. Only recently in the relative history of this tradition has there
been the innovation of having a system of writing. Before the students
and gurus did not have that facility and until recently there was a large
rate of illiteracy in those who were practitioners of the art. This was to
no fault of the musicians as there was at that point a large prevalence of
illiteracy all over as there was no systemized formal education. So, with
that a system of passing on this knowledge which people held sacred
and central to their identity as developed with that feeling in mind. This
practice passed down centuries is in a sense synonymous with the
tradition of Indian Classical music and dance. It is important as students
of music to understand and respect the tradition of the Guru Shishya
Parampara. In doing so we will be able to internalize even just the
feeling of the legends of music and hope to keep that sense alive for the
future generations.
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Abstract

The literature of a time provides insight into the people's social,
political, economic, and cultural lives. The rich cultural tradition of
India having scriptures written in Sanskrit, Devanagari, Tamil,
Kannada, Bengali and many regional texts have played a major role in
transmitting lessons, values and practices through language, literature,
and cultural practices. This became an integral part in Indian
performing arts, particularly Indian classical dance.

Epics, puranas, mythology, and many sacred and secular literature were
used to inspire dance. With the passage of time, Indian classical dance
has adapted to shifting trends, and its subject material includes not only
mythological, religious, and secular topics, but also historical, folk, and
trending scenarios in current times. The eight traditional Indian
classical dance genres originated in various parts of India. As a result,
the sahitya or lyrics includes both Sanskrit and regional languages.

This paper talks about how the oral tradition in Indian classical dance
has sustained through the ancient times and creating new pathways
adapting to the current trends and needs.

Keywords: oral, tradition, classical dance, mudras, abhinaya,
documentation, digital media

Introduction

The oral tradition practice in Indian history started since the child was
in mother’s womb, mythological stories of Abhimanyu and Ashtavakra
are good examples for this. The story of Ashtavakra goes like this - His
father, Kahola, a renowned scholar and sage, explained different
lessons to the baby, while he was still in his mother's womb. The baby
acquired all of this in his fetal condition, before he was born, he attained
great control over the many levels of the Self. One day, while delivering
the lectures, Kahola made an error. From his mother's womb, the
unborn kid, uttered it was an error and that Kahola's assertions were
incorrect. Sadly, the child's father lost his fury and cursed the birth of
the child with eight different defects. "One having eight distinct forms
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of abnormalities in his body" is [————
meaning of "Ashtavakra".
Consequently, the child's feet, hands,
and other physical features were
malformed at birth. This child turned
out to be the famous guru one of the
world's finest sages and led a
significant spiritual movement at that
time by the name of Ashtavakra.

Many recent study and analogies
mention about the fact that when
expecting mothers talk, sing, play
music, read positive literature; it Figure 1:Rishi Ashtavakra
reaches directly to the child in the

womb. This way of oral transmission

along with developing a bond the child comes to the earth with a lot of
positive energies to make a difference to the humans on earth.

Classical Dance

Oral traditions and expressions are pragmatic to transmit information,
cultural and social values, collective memory. They play an important
role in preserving philosophies. Similar practices were adapted by our
Gurus of classical dance. The predominant factors used to transmit the
stories were through enacting the scenes, using different hasta mudras
to depict the concepts, stories, and scenes. The lessons were purely
imparted by the teacher to student orally and passed on as a Guru
Shishya Parampara pattern of teaching and learnings.

Instruments & Compositions

The temple dances and the Sadir repertoire have sustained through ups
and downs for generations mainly by passing down the teachings and
learnings through the oral tradition format. A major example of this can
be seen tradition of playing the Nagasvaram and Thavil, the music
known as Mangala-isai or Mangala-vadyam in temple culture in Tamil
Nadu. The music ensemble was called the Periya melam (the big one)
and the dance ensemble called the Chinna melam (the small one). There
was a deep social connect between the music artistes and the dancers,
nattuvanars and this was one of the reasons that several 18th and 19th
century compositions have continued to survive in the oral tradition. A
great example is the way some of the VVarnams of Ramaswami Dikshitar
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(1735-1817) are available as tunes on the Nagasvaram, which otherwise
would have been lost.

The Tanjore Quartet's contribution, musical compositions and artistic
renditions are the masterpieces of Bharatanatyam margam today. The
"Tanjore Quartet," also known as the "Thanjai Naalvar" in Tamil, refers
to four brothers - Chinnaiah, Ponnaiah, Sivanandam, and Vadivel - who
were nattuvanars or dancing teachers of the Isai-Vellalar caste at Serfoji
Il's royal court in Tanjavur in the early 19th century. Since the Middle
Ages, this hereditary dance format has been the reservoir of classical
dance. These teachers are successors to a fabulously rich oral legacy in
classical dance, which they kept well-guarded as a trade secret and
taught professionally to dancers of through a Gurukul system for a long
time under a guild system.

The Tanjore Quartet's best works are the varnams, which express the
joy and pain of romantic love, descriptions of moments of spiritual
bliss, with abstract dance movements. Gangaimuthu Nattuvanar, the
Tanjore Quartette's ancestor, relocated from Tirunelveli to Tanjore. The
four brothers were recognized at Tanjore court of King Serfoji Il. Their
popularity spread swiftly and were in high demand by the courts of
Mysore and Trivandrum.

The four brothers are said to have choreographed and created
Kauthuvams for the five primary Shaivite deities, nine kauthuvams
(Navasandhi kauthuvam), tillanas, padams and javalis. These were
designed for dancing and
established the ideal e g
atmosphere for a performance @. P

to reach audience from > z @
systematized varnam to the |
improvised abhinayam. I

All these compositions were

scripted and notated down, but

the rendition and way of
. -

presenting the song, dance or "

musical compositions  were A

completely taught orally to the

prospective students following Figure 2 : Tanjore Quartets

a strict Guru Shishya Parampara

belief.
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Music, Rhythm & Sollukattu

As quoted from ‘Indian Concept of Rhythm' by Arun Kumar Sen,
'From the 6th Century B.C., Kinnaras and Apsaras (dancers in the
court of the Gods according to Indian Mythology) were systematically
studying laya forms. The tradition of keeping time by counting the
matras (time measures) with the hand, in accompaniment to music and
dance was prevalent. The women of Yajurvedic times were expert in the
science of rhythm (tala) and they displayed it in music and dance.'
(Kumar Sen, 1994, p. 2-3)

Classical Indian music is mostly an oral tradition, with students hearing,
mimicking, and memorizing the curriculum. Pupils rarely ask questions
during lessons, preferring to listen intently. Throughout, the last century
notebooks have been used as a memory aid for pupils, but not in
performance. Nowadays, if students have a recording device, they
record lessons to help them grow. There has always been a structured
approach to the study of Indian classical music and dance with a link
between guru and student, and receiving music instruction is considered
an honour. Traditionally, the gurukula system existed, where the
student would live with the guru as part of the family throughout the
years of learning. Nowadays, pupils seldom live with gurus (unless they
are family), but the connection is still formal.

The sixteen consonants or syllables from the ancient Sanskrit text
'Sangita Ratnakara' written by Sarangadeva - 'Ka, Kha, Ga, Gha, Ta,
Tha, Da, Dha, Na, Ta, tha, Da/Dha, Na, Ra and Ha' are recognized as
a key source of the origins of the vocal syllables. These sounds are
regarded to be fundamental in the formation of vocal syllables
throughout India, and from them a plethora of rhythmic patterns
evolved.

Although Konnakol is a recognized artform of principle study and has
its own place within the percussion genre of the Carnatic ensemble,
there has been a decline in the number of musicians practicing study in
Konnakol over the past 100 years. This is most likely owing to
Konnakol performers' reduced work opportunities since they are
viewed as an additional element of the percussion section. While the
number of Konnakol performers is dwindling, some percussionists
intersperse Konnakol with their percussion playing to offer diversity in
solo passages.

Solkattu is a traditional method of learning and performing rhythms
based on syllable vocalizations from South Indian Carnatic music.
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Sollukattu is usually referred to as Konnakol in performance. Most
percussionists, vocalists, instrumentalists, and dancers learn these
syllables first and then add drum sounds, pitches, or dance moves to the
vocalizations afterwards.

The oral tradition way of teaching sollukattus recitation and ways of
teaching talam has been passed on from Gurus to Shishyas since Vedic
times. Notation methods of writing Jathis, Korvais are personal
preference, written in regional languages for ease of understanding but
the most challenging part is the methodology of imparting the
knowledge that varies among teachers. It is difficult to document the
ways of teaching; one would not know what the methodology is adapted
by the teacher. The best way to retain the compositions is while a
student learns the nuances from the Guru, the tradition of rendering the
sollukattus is retained and the oral tradition methods is passed in
generations to come.

Dance Choreography

The term "choreography" is well known in the context of dance. It has
gained popularity, particularly in the Indian film industry. The steady
movement from solo to group work has popularized choreography in
characterizing the action of producing a dance piece.

Oral traditions were important in the transmission of information, and
where nameless artists made magnificent works of art. We marvel at
the architecture of ancient and medieval India. We are awestruck by the
beautiful carvings of dancing figures on temple walls. Yet we rarely
think about the artists who created them. The times have changed, and
all professional disciplines now want greater openness and
acknowledgement of people who create creative content. Nowadays,
ownership and copyrights are extremely important, owing to the ease
with which creative work may be obtained, as well as substantial
changes in teaching and learning techniques. While learning Abhinaya
the creativity of facial expressions varies according to ones
manodharma, and hence the methodology of transmitting lessons stays
within the rules that one can transmit orally.

After learning the Margam or a repertoire from a guru over time, the
next stage in the learning process is to create a personal relationship
with the specific elements of the Margam. Making a work one's own is
a task for the dancer. The music, rhythm, context, sequence, aids the
dancer in attempting to improvise. Each performer brings something
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unique to a dance performance y to give back to dance and enrich its
flow. The Margam dance lessons are handed on from generation to
generation, yet they continue to assume new identities as they reflect
the aesthetics of the society in which they are performed. The method
to choreography of a work changes as a society's cognitive and aesthetic
demands alter. Every artist creates a unique statement with his or her
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work, while also expressing the guru's individuality.

Digital Teaching

Paintings, drawings, and
sculptures have been used to
preserve and spread the art of
dance. Visual art dating back
to 3500 B.C. shows evidence
of dance in ancient Egypt.
Students in the old Indian
Gurukul  System  received
one-on-one instruction and
spent a significant amount of
time with the teacher. For a
long time, inscriptions or
writings on leaves were
common. Until the end of the
17th century, books were the
primary source of dance
documentation. Rudolf von
Laban made the first official
revelation of Labanotation in
1928.

Figure 3:Learning through mentoring

& imitating.

Figure 4: Bharatanatyam Makeup
Workshop
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Dancing has reached out to people through videos and short films. Still
photography was invented in the mid-nineteenth century, as was
videography, a three-dimensional experience of dancing in a form that
could be kept and examined for future generations. The introduction of
videotapes and videocassettes, the expansion of electronic media in the
1990s such as floppy discs, CD-ROM, DVD, the emergence of e-library
and websites, have all contributed to the inclusion of digital media
around dance. The digital media intervention of the twenty-first century
is gaining grip on social media platforms such as Facebook, YouTube,
Twitter, and Instagram.

During the COVID-19
epidemic, there was a sense of
uncertainty, and no one knew
what to do; nonetheless,
instructors and students were
busy educating themselves
with new tools and abilities for
online teaching and learning.
Communication was crucial at
the time. Multimedia may be
used to demonstrate not just
unique patterns of
choreographic forms, but also
abhinaya or face expression.

Digital lesson took a U-turn completely since March 2020, many
teachers required to resort to the process of switching to online
teaching. Digital attentiveness is become the need and new mantra in
passing on teachings orally. It is tiring and at times stressful for both
the instructor and the learner. The art can be taught digitally, but not the
craft. Each teacher has his/her own style of imparting the lessons, that
which cannot be replicated or seen visually anywhere.

Figure 5: Teaching Basics of
Bharatanatvam Online

Summary

The methodology of Oral Parampara to Visual Parampara and now
Digital Parampara is indeed an evolution in teaching pattern. The need
to catering to the diverse thinking generation we can rightly say that
documentation of the lessons through the videos do add value to the
learning of the students, also helps the teacher in turn to review the
postures, facial expressions and dance lessons learnt by watching the
practice videos of the students.

149



iee gvgeT ISBN: 978-81-956774-3-6

The millennial students enrol to classical dance learning like Kathak,
Bharatanatyam, Odissi,etc expecting to wear costume and perform on
stage, or to record a YouTube video like her buddy. The challenge is
when the student starts training, a realisation that the usual courses
consist of a monotonous repetition of adavu motions that generate
painful legs. The ambition of donning a costume and performing
seemed unrealistic. The problem for teachers is to discover fresh
strategies to keep students’ attention while maintaining technique and
learning process.

For many vyears, the pedagogical underpinning of classical dance
lessons has been 'teach your pupils the way you were taught'. The
transmission of information via the Guru-Shishya Parampara is highly
reliant on traditional techniques of training. The approach has been
formalised, and teachers feel obligated to adhere to the accepted
practise. Despite significant changes in dance repertoires and student
demographics, educational procedures have mostly remained
consistent. Furthermore, today's students have access to various
teachers through workshops, and they may improve their repertoire and
technique by using freely accessible internet materials and instructional
videos. We are left with the thought that - Are the oral methods of
teaching through digital medium offering the pathway to the new
milestones in teaching dance? Are the new generation teachers willing
to adapt and change? Are the students receiving the complete
knowledge in dance to pass it on to the future generations?
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Abstract

Oral tradition has played a key role in shaping the present form of world
music. Be it genres like Kirtana, Abhanga, Carnatic music or Western
music, oral tradition helped to preserve these styles when writing hadn’t
developed much. The Guru-Shishya Parampara followed the technique
of oral transmission of knowledge. The Powada-s of Maharashtra are a
rich oral source of history as they narrate historical events in the form
of music. Abhanga, Keertana, Baul and Gurmat Sangeet are devotional
forms of music. Carnatic music is the southern Indian counterpart of
Hindustani classical music, and here too, oral tradition was prevalent
until Purandara Dasa, the Father of Carnatic music and many other
composers wrote their compositions down and organized it to make
learning convenient. Even then, compositions are taught orally first
today and notes written later only for reference.

Keywords: Oral, Guru-Shishya Parampara, Samaveda, Powada,
history, Abhanga, devotional poetry, Vitthal, Ovi, Sampradaya,
Keertana, USA, Gurbani Keertana, Baul, mysticism, UNESCO,
Dehotattva, Rabindra Sangeet, Carnatic, trinity, Sarali Varisai.

Oral Tradition

Oral tradition is the technique of handing down arts and knowledge
from generation to generation by word of mouth, in the form of ordinary
speech or by the use of stories, songs, poetry, dance and hymns. This
tradition is the most ancient method of teaching and learning, having
been in use even before the advent of writing, around 5000 years ago.
This tradition is still in use extensively in our daily lives. For example,
most of the traditional recipes of world cuisines have been documented
only in the recent past, but they have been in circulation since time
immemorial, through oral tradition.

Oral tradition played an imperative role in shaping Indian classical and
folk art forms. The music of India, as observed today, has been
preserved and developed due to the tradition of oral transmission of
knowledge along with texts. The Brahmins were a highly respected
Varna in the Vedic era due to their ability to chant entire texts like the
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Vedas with correct intonation. Oral recitation of the Vedas helped one
acquire respect of the society as this gave power to and created positive
vibrations around the reciter. To this day, oral tradition proves to be just
as effective as, if not more than, written or documented knowledge.

In the Guru-Shishya Parampara prevalent in ancient times, students
had to depend entirely on their concentration, practice and memory to
remember any piece taught to them. The Guru-Shishya Parampara was
fully based on the oral tradition. The earliest record of Indian music is
found in the Samaveda, which was last compiled in circa 3100 BCE.
According to ITC Sangeet Research Academy, ‘the raga, imparted
orally from one person to another, is no one’s intellectual property. It is
difficult to trace the authorship of a musical composition or a raga in
Indian music.” Moreover, the various Gharanas and Banis were passed
down orally from the Guru to the Shishya and preserved this way. In
modern times, Indian music, through the notation system and texts, has
become immortal. However, this system plays no major role in the
learning process. Even today, ragas and talas are taught orally by the
teacher and notations written later on only for memorization and
reference, unlike the West, wherein the notation system which is
extremely precise and sophisticated, ‘is the primary catalyst in deciding
how a piece of music should sound’. (Sony Tiwari, academia.edu) This
is because it is difficult to put down Indian music entirely into the
notation system, as it is more focused upon ‘on the spot’ improvisation,
rather than just adhering to what is written and taught.

Oral Tradition in Religious Music

Powada:

Powada is a traditional Marathi ballad. It is believed to be atleast 750
years old. The earliest known Powada is ‘Afzal Khanacha Vadh’ by
Agnidas, which describes Chhatrapati Shivaji Maharaja’s encounter
with Afzal Khan and the latter’s slaying. The word ‘Powada’ comes
from the word ‘Pawaad’, which means to tell something loudly. The
dominant rasa of Powada-s is Veera rasa. Powada-s talk about and
praise Maratha rulers and narrate stories of their valour and other
historical events. Thus Powada-s are a rich oral source of history.

Abhanga:

‘Abhang is a form of devotional poetry sung in praise of the Hindu god
Vitthal, also known as Vitthoba’ (Wikipedia). The word Abhang
consists of ‘A’ standing for ‘non-° and ‘Bhanga’ which stands for
‘ending’. It is a form of an Ovi, which is a ‘poetic metre used in Marathi
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poems for “rhythmic prose™’. This form originates most probably in
oral folk poetry. Abhangas were originally sung by devotees of Vitthal
on their pilgrimage to Pandharpur in Solapur district of Maharashtra.
These devotees are called Varkaris. Villagers would gather around the
Abhanga singer and enjoy the songs with devotion. As they listened
regularly, they also learnt them by heart. These songs were composed
and sung in such a way that ordinary men, even illiterate people could
understand and relate to them. Sant Tukaram, a popular 17" century
poet, wrote over 5000 Abhangas, that are used even today. It is ‘Bhava
Sangeeta’, where the meaning and emotions attached to it have an upper
hand over the training in singing. Abhangas came to be a convenient
form of worship of Lord Panduranga. This is because before they
gained popularity, it was believed that Sanskrit was necessary to attain
Godliness. Poets like Jnyaneshwara and Namadeva initiated a
‘Sampradaya’ that believed that Bhakti (devotion) could help one
achieve Godliness. Jnyaneshwar first created the Bhakti or
Namasankeertana Sampradaya around 1200 AD. Thus Abhangas
appealed to the masses and became popular in Maharashtra. The poet
Samarth Ramdas is believed to have taken this tradition to Tanjavur.
This eventually made Abhangas an integral part of Carnatic Bhajans.
Music is one way in which information can be spread orally, and the
Abhangas of Maharashtra turned out to be important sources of history.

Keertana:

Keertana is believed to have emerged as a popular form of Bhakti
during the Bhakti Movement of 6™ century with the Tamizh poet saints
and spread extensively in 12" -17" centuries. Like Abhangas,
Keertanas were also an easy form of worship, using a sort of call-and-
response form or Question-and-Answer form of singing a mantra in
engaging tunes. Keertana literally means ‘to praise’. The Keertana
singers, or Keertanakaars as they are called, echoed the ‘fundamental
premise of Patanjali’s Yoga Sutra, that spiritual realization does not
require an external mediator’.(yogajournal.com). Keertana was a way
of telling common folks that they didn’t have to perform elaborate
rituals to connect to their god, rather simple but pure-hearted chanting
could help them on their path to self-realization. Traditionally, the lead
Kirtankaar called out divine names to evoke devotion, and everyone
repeated them over and over in simple but engaging tunes with local
instruments. Certainly, the effect and enthusiasm would multiply with
the increasing number of people who came from different social strata
singing together.
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‘The congregational practice of Keertana gained popularity in America
in the 1960s, with the spread of Gaudiya Vaishnavism by the
International Society of Krishna Consciousness and its founder,
A.C.Bhaktivedanta Swami Prabhupada’. (hinduamerican.org)

Keertana has gained immense fame in USA and Australia, with the
efforts of the ISKCON and similar organisations. More and more
Keertana singers have emerged, who have given this art of Keertana a
jazzy twist with the help of rock concerts. This is in huge contrast to the
Indian way of chanting the names of god at Ashrams. However for the
American audience, this ‘cool’ style of chanting seems to be best suited
despite opposition and criticism from many, as eventually these chants
are still connecting their hearts to god, and spreading positivity and
spirituality, as believed by the new generation of American
Keertanakars. Over time, Keertana developed various forms. Some
branches dealt with introspection, hence they consisted of soft and
pleasing, slow melodies. Other forms dealt with celebration, thus these
forms involved enthusiastic songs with percussion instruments, to
which participants would dance in ecstasy. Thus ‘Keertana is a tradition
that constantly reinvents itself ‘, according to Chris “Hareesh” Wallis,
a scholar of Indian religions.

Gurbani Keertana:

The tradition of Gurbani Keertana or Gurmat Sangeet is attached to
Sikhism. Guru Arjan Dev Ji, the fifth Sikh Guru, started the tradition of
Ragis singing Gurmat Sangeet. He paid particular attention to the tune
of the Shabads, as it was necessary for them conform to the relevant
Raga to evoke the emotions of the Shabad. However, this tradition
became less popular after the passing of Shri Guru Gobind Singh Ji in
the early 18" Century. The Sikhs had to focus on protecting their
community and thus the preservation and transmission of
Gurbani Keertana was left to the Rabab and Keertana singers who
survived . The method of instruction was completely oral. In the 20™
Century, the notation system developed by Pandit Vishnu Digambar
Paluskar helped to revive this tradition. Many pioneers, like Gian Singh
Ji documented these orally passed down Shabads.

Baul:

The Baul is a community of mystics from Bangladesh and the Indian
States of West Bengal, Tripura, Assam [ Barak Valley ] and
Meghalaya. This community consists of Vaishnava Hindus and Sufi
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Muslims. In 2005, the Baul tradition of Bangladesh was included in the
list of Masterpieces of the Oral and Intangible Heritage of Humanity by
UNESCO.

The word “ Baul first appeared in the 15" Century in Bengali texts. It
is found in the Chaitanya Bhagavata of Vrindavana Dasa Thakura as
well as in Chaitanya Charitamrita of Krishnadasa Kaviraja. The Bauls
were reluctant to leave their traces behind, hence very little is known of
their origin and history. * Dr. Jeanne Openshaw writes that the music
of the Bauls appears to have been passed down entirely in oral form
until the end of the 19" century, when it was first transcribed by outside
observers’. (Wikipedia) Baul songs are sung by spiritual Baul leaders
to orally instruct disciples in their philosophy. The religious tenet of the
Bauls is that the body is the seat of all truth ( Dehotattva ).

The main musical instrument used is Ektara. The word ‘ Baul ¢ comes
from Sanskrit’s ‘Vatula’ meaning God’s Madcap or ¢ Vyakula *
meaning restless, and is used to describe someone who is possessed.
The Bauls simply pour out their emotions in their songs, but never write
them down as songs as theirs is essentially an oral tradition. The themes
are based on the state of disconnect between the earthly soul and the
spiritual world. They are philosophical and allegories are used to tell
stories. The well-known Baul practitioners are called Fakir. The
Rabindra Sangeet developed by Rabindranath Tagore is highly
influenced by Baul music. Baul Sangeet is also a type of folk music,that
represents a long heritage of preaching mysticism using oral tradition
(songs) in Bengal.

Carnatic Music:

The Carnatic tradition of music is one of the two styles of Indian
Classical Music that evolved particularly from the Samaveda, the other
being Hindustani Classical Music. In ancient Indian texts, the land to
the south of the Vindhyas is referred to as Karnatakam, hence possibly
the name Carnatic. The word ‘Carnatic’ has its roots in the Sanskrit
word ‘Karneshuathathi’ , meaning that which is pleasing to the ears.
Carnatic music is prevalent in the southern states of India, viz., Tamil
Nadu, Kerala, Andhra Pradesh, Telangana and Karnataka. It is also
found in Sri Lanka. Indian Classical Music began to split into these 2
styles due to Islamic and Western influences from the 12" Century
onwards. Hindustani Classical Music gained influenced from Islamic
invasions. However, Carnatic music remained relatively uninfluenced
due to the lesser extent of Islamic rule in the southern part of India. By
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the 16" & 17" Centuries, there came to be a clear demarcation between
the two styles, wherein Carnatic music appears to be slightly more
complex than its northern counterpart. Between 121 and 16 centuries,
Carnatic music flourished under the rule of the Vijayanagara empire.

Documentation and systematization of Carnatic music came into the
picture when Purandara Dasa, the Father of Carnatic music, formulated
the system that is used for teaching this style even today. He defined
the Malavagowla scale and composed thousands of Keertanas. In
contemporary times, these compositions are used to teach and
choreograph classical dance sequences and to sing. The Melakarta
system of classification of Ragas was invented by Venkatamakhi in
1660 AD. Later on, Govindacharya expanded this system into the
Sampoorna Raga system which is used today. Sri Shyama Shastry
(1762-1827), Sri Tyagaraja (1767-1847) and Sri Muttuswami Dikshitar
(1775-1835) are known as the Trinity of Carnatic music. They are
credited with the systematic development of Ragas and Talas and
reviving various Ragas that were only in books, with their
compositions. Gamakas, that is, improvisation or oscillation of swaras
play a vital role in this style, and this is what sets it apart from other
musical styles. However, Carnatic music is mainly sung and learnt
through compositions. Once learnt, improvisation becomes the point of
focus. Telugu and Sanskrit compositions dominate this style, along with
a few compositions in Kannada, Tamizh and Malayalam. Violin,
Tambura, Ghatam, Flute, Mridangam, Cymbals and Veena are
characteristic instruments of this style.

Today, Carnatic music is taught using the system laid down by
Purandara Dasa. The learning structure is arranged in increasing order
of difficulty, beginning with the Sarali Varisai. In ancient times,
however, Carnatic music was taught in the Gurukula system. It was
transmitted orally for many centuries without any documentation.

Conclusion: In conclusion, it can be said that oral tradition is an
important aspect of our lives. We learn much more orally than what is
read and written. This tradition is especially necessary in Indian music,
as every aspect of it cannot be documented or written in a notational
form.
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Abstract

It is tend to believed that every art form is derived from oral tradition.
In the ancient period art forms , tradition or culture was being pass on
through telling or teaching directly. There's no system of
documentation.

Key words - Vedic period, upnishad, samhitas, Brahmans , aranyak ,
Shruti , smriti, Puranas

Oral tradition refers to cultural, historical, and religious stories, beliefs,
and customs passed down from generation to generation through
spoken word rather than in writing. It encompasses the use of verbal
storytelling, songs, proverbs, and other forms of expression to preserve
and transmit cultural heritage.

Oral tradition, also called orality, the first and still most widespread
mode of human communication. Far more than “just talking,” oral
tradition refers to a dynamic and highly diverse oral-aural medium for
evolving, storing, and transmitting knowledge, art, and ideas. It is
typically contrasted with literacy, with which it can and does interact in
myriad ways, and also with literature, which it dwarfs in size, diversity,
and social function. Art is a form of human expression that
encompasses a wide range of creative activities and media, including
visual arts (such as painting, sculpture, and photography), performing
arts (such as music, dance, and theater), and literary arts (such as poetry,
prose, and storytelling).

The Vedic period, which lasted from approximately 1500 BCE to 500
BCE, was a time of great cultural and artistic achievement in ancient
India. During this period, the Vedas, a collection of sacred Hindu
scriptures, were composed and passed down orally, and a rich tradition
of oral storytelling, poetry, and song developed. Overall, the art of the
Vedic period was deeply influenced by religious and spiritual beliefs,
and was an expression of the spiritual and cultural values of the time.
Despite the passage of thousands of years, the art of the Vedic period
continues to inspire and influence artists and designers to this day.
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The Vedas themselves, the sacred Hindu scriptures composed during
the Vedic period, are also considered to be works of art, as they are rich
in poetry, storytelling, and song. But Veda is not written by a particular
writer ."Veda" word derived from "Vid" dhatu which means excellence
over knowledge. It is a compilation of many people's thoughts which is
being pass on oraly and later it is collectively called Vedas therefore,
they are also known as Shruti. Eventually it is saperated according to
the topics and outcame with the name of Samaveda ( a text which is
related to melodies and chants ) , Rigveda (Vedic Sanskrit hymns or
suktas ) , Yajurveda (rituals, worship and yagna) and Atharva veda
(collection of beliefs and addressing practical issues )The mantra text
of each of the Vedas is called Samhita. There are broadly two types of
Vedic literature:

Shruti Literature — The word ‘Shruti’ from the term ‘Shruti Literature’
means ‘to hear’ and describes the sacred texts which comprise of Vedas,
Brahmanas, Aranyakas, & Upanishads. Shruti Literature is canonical,
consisting of revelation and unquestionable truth, and is considered
eternal.

Smriti Literature — Whereas, the word ‘Smiriti’ literally means to be
remembered and which is supplementary and may change over time.
Smriti Literature is the entire body of the post-Vedic Classical Sanskrit
literature and consists of Vedanga, Shad darsana, Puranas, Itihasa,
Upveda, Tantras, Agamas, Upangas.

The Vedic literature can be classified into the following categories:
The four Vedas: the Rig, Sama, Yajur, and Atharva, and their
Samhitas.

The Brahmanas

They are the prose texts that explain the hymns in the Vedas and are
also the classification of Sanskrit texts that are embedded within each
Veda, incorporating myths and legends to explain and instruct
Brahmins on the performance of Vedic rituals. In addition to explaining
the symbolism and meaning of the Samhitas, Brahmana literature also
expounds scientific knowledge of the Vedic Period, including
observational astronomy and, particularly in relation to altar
construction, geometry. Divergent in nature, some Brahmanas also
contain mystical and philosophical material that constitutes Aranyakas
and Upanishads.
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Each Veda has one or more of its own Brahmanas, and each Brahmana
is generally associated with a particular Shakha or Vedic school. Less
than twenty Brahmanas are currently extant, as most have been lost or
destroyed. Dating of the final codification of the Brahmanas and
associated Vedic texts is controversial, as they were likely recorded
after several centuries of oral transmission. The oldest Brahmana is
dated to about 900 BCE, while the youngest is dated to around 700
BCE.

The Aranyakas: A few important points about Aranyakas are
mentioned below:

These are called Forest Books Sacrificial rituals are interpreted by
Aranyakas in a symbolic and philosophical way.

The Upanishads: There are 108 Upanishads. Out of 108 Upanishads,
13 are considered the major ones.

The concepts of 'Atman’ and 'Brahman' are majorly explained by
Upanishads. It contains philosophical ideas about the following
concepts too:

* Sacrifice

* Body

* Universe

In addition, the Upanishads also contain teachings on the importance of
living a virtuous and harmonious life, and on the role of good deeds,
inner wisdom, and spiritual discipline in achieving liberation from the
cycle of birth and death. These teachings are often conveyed through
the use of stories, parables, and allegories, and are designed to help
readers better understand the importance of ethical and spiritual
conduct. Overall, while art is not the main focus of the Upanishads,
these ancient texts do contain elements of art and aesthetics that help to
convey their important philosophical and spiritual teachings.

The Puranas are a vast collection of Indian literature that cover a wide
range of topics, such as legends and traditional folklore.

The Puranas are considered Smriti texts (meaning “that which is
remembered).

The Puranas are also said to have passed on through verbal transmission
from one generation to the next.Later , the first versions of the Puranas
were likely to be composed between the 3rd and 10th Century CE. It
includes Genealogy, Medicine, Astronomy, Gods and Goddesses,
Grammar, Demigods, Heroes ,sages.
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There is 1 Maha Purana, 17 Mukhya Purana (Major Puranas), 18 Upa
Puranas (Minor Puranas) with over 400,00 verses after documentation.
The 18 Upa Puranas had their origins in the work of Lomaharshana (a
disciple of Ved Vyasa) and his three students — the Mulasamhita.

The art of the Vedic period reflects the diverse and rich cultural heritage
of ancient India, and demonstrates the profound spiritual and
philosophical beliefs of the time. The art of the Vedic period continues
to inspire and influence artists and designers to this day, and serves as
a testament to the enduring power of artistic expression. Apart from
these , other sacred and famous texts of Indian history like Bhagwat
geeta, Ayurveda, stories of Panchatantra etc. was originated from oral
tradition

European sources, demonstrate rich combinations of tradition and
innovation in oral performance; they show how a rule-governed process
generates linked variants. In northern Albania, moreover, oral tradition
was the repository of the secular law code for more than 500 years
before the law was committed to paper in the 20th century.

Thriving oral genres in the Pacific Islands include protest songs, spirit
narratives, love songs, clan traditions, laments, and dance-dramas. The
Basic poets of southern France and northern Spain use their
improvisational contest poetry, called bertsolaritza, not merely to
entertain but to discuss cultural, linguistic, and political problems.
Local performances number in the thousands, and every four years
selection of a national champion is made before an audience of
thousands and is broadcast on live television to many more. Women in
a host of South Asian cultures employ oral traditions to explore the
ambiguities of gender, ideology, and identity within their complex
communities. For example, in Kangra, a town in Himachal Pradesh,
northwestern India, older women sing a type of song known as pakharu
to contemplate and comment on the hardships of married life.
Meanwhile, the long stories of Manas and Jangar, performed by
nonliterate bards in versions reaching more than 200,000 lines, traverse
multiple languages and cultures across north-central Asia. In the United
States, folk preachers use oral tradition to extrapolate stories based on
biblical accounts; hip-hop and rap artists improvise socially coded
poetry along familiar rhythmic and rhyming patterns; and in so-called
slam poetry.

Conclusion
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Oral tradition has a great contribution in shaping the life of human
beings and in their day-to-day intellectual development.
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Abstract

Bharatanatyam being an exclusive expression of the human psyche,
emotion, and feelings, depends on many abstract connotations and
accepted rules made by society. These norms are made on the basis of
the huge historical event that took place to every small event taking
place currently in one's life. The norms made in history survive till
today with the help of passing on knowledge through oral traditions and
chronicles (Puranas). Life is a constant cycle where everything that is
created begins its survival through time with minimal constant changes
with time. Oral Traditions in India have ruled the artistic and social
historical mapping by following the cyclic philosophy of life. Here, you
will understand how Indian Classical Dance Bharatanatyam has
survived through the ages through oral tradition.

Keywords: Oral Tradition, Bharatanatyam

Oral Tradition of Bharatanatyam: From the start till the present
day

Although connected to the temples, Devadasis were a whole complete
cast to themselves in the early days. It means that they were not
brahmins. During this time, daughters of devadasis used to follow their
mother's profession, where the sons became nattuvanars, musicians,
dance teachers and composers, and some nattuvanars took the surname
of pillai where they were known for their art. These dance teachers and
musicians guarded and preserved the art by passing it on to their family
itself. Throughout the centuries, they maintained these traditions and
guarded this art within their families. The process of preserving the art
was never an intention in the first place, though. It was in the culture
from the beginning, and through time, different people came in and
added their creative ideas to improvise the art, and later, after thousands
of years, it was scripted in a way that everyone could learn it. The
people who were illiterate and did not have access to gain formal
education connected with the arts. Here, illiteracy means the way to
learn naturally from the family itself instead of gaining knowledge
about the art through a guru or literate person. Some families
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tenaciously held on to the theoretical background, which means the
theory part of it was kept a secret within certain families.
Bharatanatyam was originally known as Dasi Attam. It derives its name
from the chief exponents in ancient times who were devadasis or
women in the service of Gods, and so dasi attam means the dance of
devadasis'. In traditional Bharatanatyam families, i.e. the devadasis:
their training began from birth. A girl child was inducted to the basic
music and dance from 5-7 years of age. When these girls reached their
teens, some devadasis like Bhanumati and K.Varalaxmi became full-
fledged dancers of repute.

Throughout the ages, devadasis took to Bharatanatyam, with the
transmission taking place from mother to daughter. They used to
perform in temples and outside. The chain of preserving the
Bharatnatyam dance was maintained by them throughout the time.

Unlike other women at that time who did not have economic control
over themselves or their children, Devdasis were economically
independent. They managed their own finances, and the head of the
family was the old female member known as Taikkizhavi. Males mainly
provided musical accompaniment to represent the dance performed by
the female members of the family. The tradition of passing the art of
Bharatanatyam was something that used to run in families like there is
something in each and every family that your ancestors use to do and
which is still being passed to the next generation. In the same way, the
children of devadasis were nurtured to learn and follow the dance
tradition that used to run in their family from their birth itself.. The
Dance that they performed and learned was the pride of the devadasis
community.

Oral tradition is the only thing that helped keep the bharatanatyam
dances alive through the generations in Dev families .

Maintaining the Individuality of Past given Ways to The Sameness
in Bharatanatyam Today Here, the answer lies in the hereditary
teaching methodology that has been developed over the centuries by
some families in Tamil Nadu. Sadir, the precursor of today's Bharata
Natyam, was practised by the members of a particular community Isai
Vellalar.

This term was introduced after the legal abolition of the devadasi
system in 1947. Its male members eschewed performance to sharpen
their skills in Nattuvangam. They were the nattuvanars who trained
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women (devadasis) to dance at temples as a part of daily festive rights.
In the royal courts, the ritual is art. Sadir was indispensable at the family
functions of well-to-do officials and land owners. The number and
quality of performers on such occasions determined social status at that
time.

The community of dancers and gurus were then nurtured by multi-level
patronage. The scales of nattuvanars and dancers could not survive
without the other.

Here nattuvanars played the leading role in teaching the Bharatanatyam
to the dancers because they were called the treasure of knowledge. Not
book learner or theoretical, but with the heritage of practical
methodology and wisdom. The cultural matrix and racial memory made
them intuitive in teaching. They taught their students as much by what
they said or did not say. As a repository of centuries of accumulated
knowledge and experience, nattuvanars were greatly sought during the
reminiscent phase of Bharatanatyam in the century. They became
indispensable guides to the women of the so-called good families who
took up their art for the first time without any background or exposure
to it. There was no other access to the art except the singular stronghold
of the oral tradition, which can be imparted if only being practised.

During British rule, sadir was looked down upon as a moral embody
where social reforms band notch from the temples and the devadasis
lost their livelihood. The nattuvanars, too, fell in those bad days. When
nationalism fired in Indian culture, women like Rukmani Devi were
inspired to take up Sadir in its avatar as Bharatanatyam and stage it in
a different context. The devadasis from that time dwindled, gave up the
struggle, and lapsed into anonymity.

There was one Bala Saraswati to win worldwide acclaim and one gory
Amar to teach the techniques of abhinaya and added the swarna
saraswati. The system itself had its advantages and disadvantages like
any other. While the roles were clearly defined, they could also be rigid
at the same time. Though the nattuvanars found that they were in great
demand, the social stigma did vanish at once. The fear of losing their
self-respect made the nattuvanars clannish. The normal situation
became the major issue. They would pack up their symbols and move
to a growing institution.

Before 1940, it was uncommon for women to perform nattuvangam. In
1943, traditional nattuvanar A.P.Chokkalingam Pillai withdrew his
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services for important Bharatanatyam recitals. The arangetram for
Rukmani Devi's performance at the music academy and left madras.

Rukami Devi and S. Sharda took the plunge into this male domain.
Necessity became the mother of invention and forced women to break
with tradition and study and perform nattuvangam. Since then, women
have learned the art of nattuvangam . Today, women from a wide
variety of backgrounds perform nattuvangam, and there is an increase
in the number of actively performing dancers who will now run schools
and conduct recitals. The trauma of being beholden to the whims of
male nattuvanars from the Isai Vellalarr family community, together
with newly attained confidence that they too could perform these
functions.

From 1943 onwards," Kalakhsetra" were one of the major dance
institutions where Bharatanatyam was taught, never again employing a
nattuvanar from the Isai Vellalar community. Since then, the
Bharatanatyam dance started to become common around the country.

The dance you learn and perform through the training The nattuvanar
practised and learned Bharatnatyam in its form, where it was introduced
with theories, abhinayas, shlokas, music, singing and special dance
performance.

Oral Tradition of Passing the Techniques of Bharatanatyam
Dance

Today, we learn various dances like Allaripu, Jatisvaram, Abhinaya,
Tillana and Sloka, which are the dances that are followed by the oral
tradition in Bharatanatyam. These dances come with a lot of variations
in it. But the concept of it remains the same. These dances were not
scripted anywhere in the old times; the gurus passed them by teaching
it orally. Allaripu, Jatiswaram, and Tillana are dances that were not
scripted formally anywhere. Through the 19th century, only Hindu
temples performed Bharatanatyam. The British colonial administration
outlawed it in 1910, but the Indian community fought back and spread
its dances beyond temples in the 20th century. After being properly
organised, these dance pieces were included in the syllabus. The dances
in Bharatanatyam were then put forth in teaching tradition with the
history that they carry. Prior to that, nritta kritis were transmitted by
oral teaching. The guru shishya parampara has been followed through
the ages since then. The nattuvanaras and nritya guru's use crafted the
bol (words) of dances depending on the things that they used to observe,
from shastra, mantra, and society's culture. On the basis of that, they
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compose the whole music and dance steps in it. We have yet to have a
theory related to each dance item in Bharatanatyam, except for some. It
will be interesting for you to know that the main dances performed in
Bharatanatyam were never scripted. However, these dances have been
performed for ages and have survived because they followed the oral
tradition through the years. Although there was no particular theory
related to the dance items in Bharatanatyam, it has continued to pass
through generations through oral tradition. This is how oral tradition
helped keep the art of Indian classical dance Bharatanatyam surviving
till this day. Let's look at how oral tradition in all Bharatanatyam dances
is being followed to this date.

Tillana is usually performed to Carnatic music and typically has
devotional or celebratory lyrics. The dance is a showcase of the dancer's
mastery of rhythm, footwork, and facial expressions and is an essential
part of the classical Indian dance tradition.

These dances were not built on the basis of some theory or anything.
The main goal of performing dance were built by the nattuvanars and
nritya guru by observing the hand movements, facial expressions,
mantras, shastras that existed at that time, and each dance came with
different composition. Sometimes it was performed to worship the god
in temples, and the Bharatanatyam dancers used to portray the story
related to that god using their dance or to perform in a festival or in raja-
darbars on any special occasion. The dance-like Allaripu, Jatiswaram,
Tillana, Pushpanjali and Ganesh vandana are performed by the
Bharatanatyam dancers throughout year. Yet there is no exact theory
existing today. As our parents teach us the ways of living, we use it for
our living and pass that knowledge to the next generation. Just like the
methods and things have passed on from generation to generation, we
have built an appropriate culture of living without it being scripted
anywhere in history. Just like that, these dance items were not scripted
anywhere until Shri Rukmani Devi Arundale gathered the whole
community of nattuvanars and nritya gurus from different cities, and
together they added different kritis into an appropriate notation system
from all the knowledge gurus carried. The Oral tradition that was being
followed for years then came into existence.

After that, The Tanjore (Thanjavur) brothers, widely known as the
"Tanjore Quartet," became well-known to fans of classical dance all
over the world. In the 19th century, these brothers—Ponnayya Pillai,
Chinnayya Pillai, Shivanandam Pillai, and Vadivelu Pillai—organised
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Bharatanatyam into a precise art form. Temples inspired the dance form
that would eventually become Bharatanatyam, one of India‘s most well-
known and recognisable dances. It was also the first traditional dance
in the nation to be transformed into theatre art.

Conclusion

This is the detailed history of how the Bharatnatyam dance survived till
the present date. The beautiful history of it not being scripted also
helped promote the art orally. This is the oldest and most beautiful
Indian classical dance that has survived through the ages. As you saw,
the main dance items in bharatanatyam like Allaripu, Jatiswaram, and
Tillana come with a great history; what makes it more great is how it
was not scripted anywhere, but it did survive through ages just by the
medium of oral tradition. This is no less than a wonder that till the
present date, we can learn and perform these beautiful dance items that
come with such a great history. Although there is no evident existence
of the many dance items in Bharatanatyam, this parampara is still being
followed orally till this day. Wherever the guru shishya parampara is
going on in Bharatanatyam, Oral tradition will be something that will
always keep the Bharatanatyam dance existing. This is the beauty of
Oral tradition. Our lives depend on it if you look carefully. Each and
everything that you do to this date was never scripted. First, the oral
tradition played the most critical role in learning dances, and in order to
maintain them in a structure, a proper notation system was formed. This
is how the oral tradition was passed on, and on this day, we can learn
the most magnificent art of history because of it.
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Tradition of Solo Classical Dance in Indian Sculpture

Dr. Divya J. Patel - Assistant Professor
Department of Dance, Faculty of Performing Arts
The Maharaja Sayajirao University of Baroda

This research work are showing and establishing the existence of a solo
classical dance in India since at least Bharatamuni’s time. The plastic
arts of sculpture, painting and other visual mediums are the tangible
evidences of this intangible cultural heritage that is dance. Temples,
caves, step-wells, and all such public and private places, especially
places which were much visited by people, are endowed with dance and
dance like sculptures across India. Similarly in manuscripts, miniature
paintings, temple and cave walls show the paintings with stylised
classical dancer. The kings were not only patrons of the performance
systems but they also supported and provided for the other artistic
mediums. It was holistic growth. People came to worship day and night
and daily saw dancing figures on the walls! It must have provided them
with an appreciation of dance, music and created connoisseurs of art.
At no place other than literature, we can identify and find a name given
to this classical dance, be it solo or group, till about 18" century. But it
shows one codified stylised central system of movements going parallel
in the dance and other treaties.

In a discussion between King Vajra and Markandeya in the
Vishnudharmottara Purana, there is a memorable verse which states in
a nutshell the inter - relationship of the Visual, Performing and the
Plastic Arts. The Shilpashastra is one of the oldest texts to have emerged
from the classical Indian tradition of the plastic and performing arts.
This text is a holistic encyclopaedia of sculptural practice related to
different kinds of sculptures, both standalone (Murty) as well as those
(Shilp) that would adorn temples, palaces, common places of worship
as well as those of entertainment and cultural importance. In practice,
the Dancing Girl (¢.2500-2000 BCE, National Museum, New Delhi)of
the Harappan/Indus Valley civilization is one of the oldest finds of a
sculptural example. Several other ‘finds’ at the Indus Valley sites
(2500-1800 BCE, spread from present day east Pakistan, to UP and
Maharashtra in India) indicate that the artisans there were already quite
adept in sculpting figures in bronze and stone. In later centuries,
especially the Maurya (c. 250 BCE) and Gupta periods, sculptural
excellence reached commendable proportions, indicating a sound
knowledge in the sculptor and his assistants of the material, the
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available tools, and the brief for the content by the person who
commissioned the works. It is also important to remember that the
sculptor’s own in-depth understanding of how to express the content in
the best possible way must have also been of a superior level. These
traditions were taken ahead by sculptors in later periods and from the
5t to the 19" centuries, they were further refined and the style and
content interpreted as per the dictates of the rulers and religious heads
in question.

Sculptures were created traditionally in stone and clay in ancient times,
and later in metal. They have survived the vagaries of time and space
and are available to us to this day for interpretation. Sculpture was also
a public art, rather than an expression of only personal statement. As a
result, sculptors often reflected the norms of their time in their
execution of the varied themes and expression of content — the jewellery
and clothes worn by the men and women, their hair styles and general
physical build, their routine and festive moments, rituals, social
behaviour (liberal/regressive), in addition to the depiction of plants and
trees, domesticated and wild animals and birds

It appears as though knowledge of the Natyashastra tenets were known
not just to the performers but also to the different crafts persons who
supported and created the infrastructure for performance. The
architects, stone-masons and sculptors who worked on the Tanjavur
Brihadeshwara temple and illustrated the karanas of the Natyashastra’s
fourth chapter on the temple gopuram provide a sparkling example of
their in-depth understanding not just of the physical human body but
also of the laws of dance movement and the technical description of the
karana. Similarly, sculptures of dance movements adorn the
Sarangapani temple at Kumbakonam, as well as the four gopurams of
the Nataraja Temple in Chidambaram; while illustrations of charis and
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karanas are found in plenty decorating the Gangaikonda, Cholapuram,
Madurai and Kanchipuram temples (14" -17% centuries).

The arts of sculpture and dance developed together hand in hand in the
temples in India. They have influenced each other's growth. Hindu
temples have fostered the arts of dance and sculpture. Apart from
Nataraja, Ganesha, Krishna, Parvati, Saraswati, Lakshmi and Kartikeya
are dancing gods. The sculptor was inspired by the dancer and has
remained a guide to the generations of dancers. The depiction of
dancing figures, in groups or as solo performers, often accompanied by
musicians, appears to have been a popular image with sculptors,
especially working on temples as well as secular buildings. These often
appeared as horizontal panels, near and below the eye level of the
viewer. In almost all Hindu temples across India, sculptures and
sculptural friezes featuring dancers and musicians are found.

i

The Apsaras, Gandharvas, Kinnaras and even the Bhuta Ganas, the
superhuman beings, are practicing music and dance. The BhutaGanas
are part of the dance ensemble, playing on musical instruments while
dancing in ecstasy. They may be roughly hewn or minutely carved, the
dance poses may be commonplace or complicated, the accompanying
musicians would mostly be portrayed with a drum/mridangam,
cymbals, flute and so on. Sometimes there are more figures in the
background clapping hands. These could be minor musicians giving
tala, or even an appreciative audience. The main dancing figure can be
identified by the dance pose, the jewellery and clothes which are often
more elaborate than those of the others. Since ‘dance poses’ gave the
sculpted figure a much more dramatic appeal than those which only
standing or sitting, there are a number of figures that are not of dancers
or a moment in a performance frozen in stone, but those ‘imitating’ a
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stylized dance pose such as looking into a mirror, and so on. Dance has
influenced sculpture so deeply that even prosaic scenes like pulling out
a thorn from the sole of the foot, or daily routines like writing a letter
or applying a Tilaka on the forehead are all portrayed in a dance-like
attitude in all our sculptures. This kind of beauty is felt throughout the
length and breadth of our country. Often these figures depict yakshas,
yakshinis, gandharvas, vidyadharas, kinnaras and so on. While they do
not have any active role to play in the sculptural design of the temple,
stupa or palace, they do have a decorative role and presence in the built
area adding to its beauty. They are usually placed in corners and
cornices, niches and eaves, brightening up these areas.

Most of the sculptural ‘documentation’ of dance is found in temples.
Just as an example, at Ellora and Mahabalipuram, entire stories from
the Ramayana and Mahabharata can be found sculpted within the caves
and rock formations, the very same stories that are the basis of the
sahitya for dance themes. One of the richest source in the entire country
of sculptural representations of dance is believed to be in the
Chidambaram, Kumbhakonam and Brihadesvara temples in
Tamilnadu. The Nataraja temple in Chidambaram has some especially
marvellous examples of the depiction of dance in sculpture. It is not just
by chance that both the Natyashastra and Shilpashastra use the tala as
of measurement in space. Also, both disciplines require a correct and
detailed knowledge of the human body, the bone structure, the joints
and their flexibility, the muscular system and the limbs. Our vast
architectural heritage dating back to several centuries that is still
available to us harbours extensive sculptural treasures in terms of dance
documentation. Sculptural imagery of dance is found in stone, wood,
metal, terracotta in both classical and regional styles of depiction. Such
sculptures have provided an unbroken link for dance and they existed
and developed at multiple levels. It is also important to remember that
the tenets prescribed in the Natyashastra (2" century) and
VishnudharmottaraPurana (3" century) go parallel. The fourth chapter
of Natya Sastra describes 108 Karanas or basic movements which were
danced by Siva. In the eastern and western gopurams of Chidambaram,
the couplets defining the respective Karanas are quoted from
Natyashastra. Similarly, the "Hasta-s" in Natya Sastra are called
"Mudra-s" in SilpaShastra. The symmetry of space and filling them up
is the common fundamental principle in sculpture and dance. Symmetry
and proportion play a vital role in Indian dance. For both dancer and
sculptor “Sama”, “Abhanga”, Dvibhanga”, Tribhanga”, and
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“Atibhanga are the body bends. These are based on the deflections of
the body from the main central axis.

One can thus comprehend how Karanas were created as mediums of
suggestive representations that were well structured and were given
imperial endorsement on the walls of Tanjavur by Rajaraja. This sort of
endorsement for “classical” dances in the form of sculptures,
inscriptions and frescoes were considered appropriate imperial
commissions, immediately admitting the king into an elite class of
patrons. According to Dr. KapilaVatsyayan, "Since Indian Sculpture
and Indian dancing treat of the human from and the movements of the
different parts of the human from with an identical purpose of
suggesting a state of being, a soul's state; they also use a similar
formalized language of abhinaya and bhava, the angas, the upangas
and the hastas. We have confined ourselves to certain types of Indian
sculpture to show how Indian Sculpture and dancing are related to each
other on different planes."

I have looked into a few sculptures of temples and Step wells, across
India, of different time periods, supporting the continuity of a solo of
classical dance style, running parallel to the literary evidences.

Chidambaram Temple

The temple at CHIDAMBARAM, of Shiva as the Nataraja is the
strongest and most apt example of the height of development of solo
classical dance style of India, with the statue of Nataraja, the 108
Karana-s and numerous dance and dance like sculptures all across the
temple on its inner and outer walls, Garbhagriha, Nata-mandapa and all
over the temple. Chidambaram Temple, inthe temple town of
Chidambaram, Tamil Nadu (1000 A.D.), is dedicated to Lord Shiva
andis one of the five holiest Shiva temples. This is an historic and
ancient temple. Shiva himself is presented as the Nataraja performing
the AANADA TANDAVA ("Dance of Delight") in the golden hall of
the shrine. The marvellous golden sculptured image as Nataraja in the
dance pose is the inspiration for all dancersof the world. It is one of the
very few Shiva temples where Shiva is not represented by the lingam.
The temple complex in the heart of the city is spreaded over 50 acres.
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It has four Gopurams, each about 7 stories
(5)  highwith seven tiers. These Gopurams or
towers are perhaps the most magnificent
structures in the temple. They are the in
the four cardinal directions. Each is a
gigantic masterpiece in itself - about 250
feet in height.The passages through all
four gopurams have been decorated with
complete representation of 108 karanas.
In the West and East gopuram, under the
Karana panels, relevant verses from the
NatyaShastra are inscribed. The South,
East and West gopurams are dated to the
12th and 13th century, whereas the north
Gopuramis added somewhat later. It is
mainly the eastern gopuram that features the 108 reliefs of NatyaShastra
dance postures (22 cm each in a separate niche) and faces the
sanctum.The Western tower is the oldest one. There are no
representations of Nataraja on the temple towers. This image is in the
innermost shrine only.One can thus comprehend how Karanas were
created as mediums of suggestive representations that were well
structured and were given imperial endorsement on the walls of
Tanjavur by Rajaraja. This sort of endorsement for “classical” dances
in the form of sculptures, inscriptions and frescoes were considered
appropriate imperial commissions, immediately admitting the king into
an elite class of patrons.

The present temple was built in the 10th century when Chidambaram
was the capital of the Chola dynasty, making it one of the oldest
surviving active temple complexes in South India. After its 10th century
consecration by the Cholas who considered Nataraja as their family
deity. The temple has been damaged, repaired, renovated and expanded
through the 2nd millennium. Most of the temple's surviving plan,
architecture and structure is from the late 12th and early 13th centuries,
with later additions in similar style. There are friezes of dancers,
drummers and musicians all along the enclosing walls of this temple.
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1o

Brihadeshvara or Rajarajeshwara Temple

Thanjavur, Tamil Nadu (around 1000 AD), was built during the Chola
period by Raja Raja I. Lord Shiva, in his dancing pose of Nataraj is the
deity of the temple. It is also famed for the quality of its sculpture, as
well as being the location that commissioned the brass Nataraja — Shiva
as the lord of dance, in 11th century. The temple is a part of
the UNESCO World Heritage Site. This adds to its exceptional

(10)

e g~ B T, o s
historical significance and cultural value. It took 12 years to build this
tallest temple in South India. The Shikharaor the Vimana is built above
the the garba griha. It rises 14 storeys high. This tower is one the major
attraction of the temple. On the exterior walls of the upper storey of the
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temple various postures of the classical dance are beautifully
carved.The corridor wall of the aditala of the upper storey is carved
with 81 karanas and not all 108! The 27 blank blocks of stone are
empty. It is not clear why these were not carved and those Karana-s
remain unrepresented. These 81 carved postures definitely support
andsuggest the significance of solo classical Indian dance form by early
11th century.

Hoyasaleswara/Halebid Temple

Hoyasaleswara/Halebid Temple in Karnataka, also built by Raja
Vishnuvardhana (in 1150), it is dedicated to Lord Shiva as Nataraja.
Constructed in dark schist stone the temple accommodates a large
mandapa for performance of dance. The bottom frieze of the temple is
marked by a magnificent procession of elephants with their mahouts,
but no two elephants are in the same position, which illustrates the
tremendous technical skill of the artisans.
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(15) At last | was very enthralled and the image
captivated my heart by seeing the image
of the dancer in the Maharaja Fatesinh
Museum of the Laxmi Vilas Palace,
Baroda. Here is one unique sculpture that
is specifically made by Fellini, a visiting
European sculptor at the Baroda Court in
the early part of the 20th century. This
depicts a court dancer and | am sure the
dancer may have served as a model
herself. She and a group of musicians and
another dancer came to Baroda from
Tanjore as part of the dowry with the

princess who was married to Maharaja Sayajirao Gaekwad Il of

Baroda. It is the live history for me.

From the un-countable number of sculptures that we have across the
length and breadth of our vast country, across the history of 2000 years,
so many styles of sculptures have evolved in different times. It was not
at all easy for me to select a few for the specific purpose of showing the
continuity of a solo classical dance style. We have tried taking a few
prominent and very specific temple sculptures of SouthIndia. After this
work and from my studies, | definitely believe that there existed solo
classical dance in India at least from 2000 years and the Natyashastra
and Shilpashastra have run parallel supporting and enhancing each
other in their knowledge!
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Abstract

As stated by many scholars, music is the combination of Swar (Notes),
Pada (Text) and Laya (Tala). The principal elements in Instrumental
Music are musical notes and laya and the role of pada is substituted with
Strokes or Boles, varies from different families of Instruments. We find
musical instruments in every period of Indian history. From Pre-Vedic
era to present time Musical Instruments and Instrumental Music has
carried on from generation to generation. Though it has changed a lot.
Indian tradition of classical instrumental music has travelled through
Veena to Violin. Veena is the major instrument of Indian Music. It is
said that mainly all string instruments are modification of Veena. As
music is a Performing Art, many experiments and gradual
developments in music have shown new path to present generation. The
instrumental music has undergone changes in various stages because of
experiments. The gradual developments on the performing aspect and
the manufacturing aspect have placed the Instrumental Music to its
heights today.

Keywords: North Indian Instrumental Music, Musical Instruments,
Indian Classical Music

Introduction

A musical instrument is a medium to express the musical ‘Nada’.
Instrumental music has an primary position in Indian Music. In India
Instruments have played a major role of proving some major concepts
of Music. Like Swar Samwad, total number of Swaras and Shruties in
one octave. Instrumental Music is one of the threefold aspects of Indian
Music that is Vocal Music, Instrumental Music and Dance. Vocal
Music is performed and expressed with strong words of any language
and swaras. While, in instrumental music, swaras are same but every
instrument has its own language. Like for instance, Tabla has Dhin, Tir
Kit, Tin, Dhir, Dhage etc. bols. Sitar and Sarode have Da, Dir, Dara etc.
Violin and Flute follows both the Tantrakari and Gayaki idioms. In the
era of Natyashastra we find many types of Veenas. Then in 121 to 15%
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century we find many developments made to veena and introduced
many new instruments. Thus veena is considered to be the ‘Janani’
of string instruments. Developments of instruments made
simultaneously with the developments made to the Indian Music.
Primarily there was Jaati gaan, then gradually Prabandh , Dhrupad —
Dhamaar, Khayal, Thumri, Tappa, Dadra etc. forms of Classical Music
evolved through time. At present we account majorly the Tantrakari ang
and Gayaki ang in the performances of Hindustani classical
instrumental music.

Journey of Instrumental Music from Pre — Vedic to Modern Era
Music has been the important part of humans. In every culture we find
music and this music represents different cultures. In pre vedic period
instruments were mostly being used during the religious occasions. In
the most ancient civilization of India Mohenjo — daro and Harappa
civilizations we can find a lot of pictures and sculptures of musical
instruments. Music was popular at the time of Rigveda. According to
many music scholars instruments were used for accompanying vocal
music. In the Vedas period there were professional musicians for
different instruments. Like veena, tunav, kahala players and conch
blowers. Dundubhi was most popular percussion instrument in Vedas.
In wind instruments we find venu, nallika, bakura, shankha. We find
mention of veena in Chandogya Upnishad. Dundbhi, Shankha and
Veena are also found in the literature of Brihadarnyak Upnishad. In
Markandeya Purana (900 A.D.) we find four types of instruments Tat,
Avanadh, Sushir and Ghana. It mentioned Veena, Venu, Dardura,
Panava, Mridanga, Patah and Dundubhi.

In the Ramayana period classical music was called ‘Gandharv’ or
‘Samgita’. In sundarkand we get a reference of Vipanchi Veena with
nine strings. In Mahabharata period music was played in the ceremonies
to welcome and see off the guests. The writer of Mahabharata, Vyas
Muni has mentioned veena and Tar vadya instruments many times, and
shows that veena was very popular at that time. Arjun himself was a
practitioner of Veena and he also taught veena to the daughter of King
Virata. The ashtadhyayi of Panini is invaluable work of Sanskrit
literature. In the Panini period Geet(vocal music) and Vadya
(instruments) both were used to perform Vedic Music. Orchestra was
known as ‘Turya’, veena was the popular instrument of ‘Turya’. Panini
also talked about Pari- vadak. Pari — Vadak was a group of veena
players who accompany the main Veena Player. Sharang dev stated
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Nada as very essence of vocal music, instrumental music manifests
nada and nritya followed by both vocal and instrumental music and thus
all depends on Nada.

The Arabs, Turks and Persians had brought with them a well developed
music in the form of new musical instruments. Indian music had already
attained its classical form through the efforts of the vedic gurus and later
on with the breakthrough works by Bharat, Matang, Narad, Dattila and
Sharang Dev while Muslims established their rule. There were expert
instrument players who played chang, Rabab, Kamancha and Naubat.
We find instruments accompanying the Bhajans and Kirtanas in all over
India. In northern part of India ektantri veena, cymbals, tambura, kartal,
drum and flute were commonly used. Tansen’s disciples divided
themselves into two groups the Rababiyas and Binkars. One group used
to play rabab and the second group used to play bin (veena). The
representative of binkars are Muhamad Wazir Khan and Muhamad Ali
Khan is the representative of rababiyas. Around 1930’s there was a
great surge of Instrumental Music and by 1950’s it became more
popular. The credit goes to mainly Acharya Baba Alauddin Khan,
disciple of Ustad Wazir Khan, who later lived in Maihar and established
Maihar Gharana. According to Shri Deepak Raja, after independence
Instrumental Music had taken the place of Vocal Music for sometime
because of some legendary musicians like Pt. Ravi Shankar, Ustad Ali
Akbar Khan, Ustad Vilayat Khan, Pt. Nikhil Banerjee, Pt. Pannalal
Ghosh, Maa Annapurna Devi, Ustad Bismilla Khan, Ustad Alla Rakha
Khan, Ustad Hafiz Ali Khan etc. The duet of many instrumentalists
received a great success and it appealed to people a lot.

Experiments and Developments in Hindustani Classical
Instrumental Music

We see modifications of instruments since Bharatmuni’s Natyashastra.
In Natyashastra period there was a veena called Matkokila. It had no
frats (Parde). But in Matang muni’s era we find kinnary veena which
had frats (Parde). Then it evolved more and the musicians developed a
veena named Rudra veena who is the ‘Janani’ of all string instruments.
So by experimenting new things we got instruments which were more
developed. Many musicians have done some productive experiments in
Manufacturing Aspect and in Performing Aspect to enhance Hindustani
Classical Instrumental Music.
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Manufacturing Aspect of Hindustani Classical Instrumental Music
The Sarode we listen today has been modified by Acharya Baba
Alauddin Khan with the help of his younger brother. In earlier times he
needed to bring with him both Sarode and Sursringaar in a performance,
because sarode did not have the bass string till that time. Acharya Baba
Aluddin Khan felt that Sarod is incomplete and added an extra string to
the Sarode to complete the instrument. Same experiment Bharat Ratna
Pt. Ravi Shankar made on Sitar by adding Baaz (Bass) String on sitar
for getting the bass sound. “The Pioneer of Indian Classical Flute” Pt.
Pannalal Ghosh was once swimming in the river and found a big
bamboo. At that time Flute had only three holes and was played by
mostly cowherds and it was more popular to Folk Music. Pt. Pannalal
Ghosh was learning sitar and started experimenting on the bamboo flute
what he had learnt. And then he made a 7 hole Bansuri (Indian Bamboo
Flute) which could perform an Indian Classical Raga. And he
popularized flute as a concert instrument in Indian Classical Music.
Now we can see how popular Bansuri has become in the world.
Likewise Santoor was a folk instrument until Pt. Shivkumar Sharma
added more strings to the instrument and made it a complete instrument
to perform ‘Raagdaari Sangeet’ of India. Many instruments like
Sarangi, Esraj, Dilruba, Mohan Veena etc. have developed time by
time.

Performing Aspect of Hindustani Classical Instrumental Music

In the medieval time vocalists and instrumentalists were used to
perform Dhrupad. That time Rudra veena was the former instrument of
Instrumental Music. Many gurus of that time would teach his sons or
Brahmans only. So the surge of new instruments came so that other
people can also learn and play music. Resulting this Sitar, Esraj, Dilruba
etc. were invented. Instrumentalists had also adapted new form of
Music by learning and experimenting. For instrumentalists, vocal music
is very essential because musicians have always tried to replicate what
human voice is capable to sing. Thus we see two major styles of
performing Hindustani Classical Instrumental Music. Tantrakari
Ang and Gayaki Ang. This is why we find difference between Maihar
and Itawa Gharana’s sitar playing styles. Maihar Gharana follows the
tantrakari ang and Itawa Gharana follows the Gayaki Ang. Same way
Pt. V. G. Jog and Dr. N. Rajam’s playing techniques are different
because Pt. V.G.Jog followed the Tantrakari ang while Dr. N rajam
follows the Gayaki Ang. So performing has also evolved and changed
with time by the efforts of many musicians.
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Conclusion

Though Instrumental music doesn’t have lyrics like Vocal Music, it
appeals to all deeply because ultimately it’s the Naad that we worship.
It can express emotions through Bhaavas because Bhaavas are
connected to swaras and combination of swaras not only to lyrics.
Hindustani Classical Instrumental Music has evolved with time and it
will enrich Indian Classical Music. Musicians and instrumentalists have
invented many new instruments with the help of technology and have
maintained the tradition of Hindustani Classical Instrumental Music.
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The oral tradition is a very ancient system in India and it’s also a very
common human communication that is passed on from generation to
generation. We have also connected with this from our childhood, our
Vedas and Puranas are the best examples of that. We heard so many
stories based upon the Ramayana and Mahabharata from our
grandparents, and because of that in a general way, we never need to
read a particular book about them.

“According to Wikipedia, Oral tradition and oral lore are cultural
material and tradition transmitted orally from one generation to another.
The messages or testimony are verbally transmitted in speech or song
and may take the form, for example, of folktales, sayings, ballads,
songs, or chants. In this way, a society can transmit oral history, oral
literature, oral law, and other knowledge across generations without a
writing system.”

These traditions are we get in the form of ballads, proverbs, songs,
stories, and rituals which is also known as folklore.’

We can divide this tradition into two different parts culturally and
ritually. Ritually we are including our Vedas, Puranas, and rituals texts,
etc. we have one of the oldest richest, and most ancient literary
traditions, and those are transmitted into the Sanskrit language as we all
know that the all-knowledgeable writings can find in the Sanskrit.

“There are three main stages in the history of Sanskrit literature — Vedic,
Epic, and Classical. The Vedas comprised the Rigved, Yajur ved, Sama
ved, and Atharva ved. The Vedas not only form the foundation of Indian
religion and philosophy but they are the earliest, priceless treasures of
Indian poetry. The Rig Veda, especially, was a collection of sacred
hymns — the first example of Indian poetry filled with rich poetic
imagery, spirituality, and philosophy. The Vedic Rishi was indeed a
poet of a high order. This can be seen from the use of the language,
meters, similes, and literary expressions while giving picturesque
descriptions of natural phenomena in the hymns, etc. The poetic
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expressions found in the Vedas seem to have influenced the later poets
of the classical age.”

In this ritual, there is also literature and verbal impact. For example, in
India itself so many stories are repeated differently, like the story of
Ramayana is retold in many epics; But in different versions. From that
Adhyatma, Ramanaya is a philosophical version in Sanskrit that is
similar to Ramcharitmanas in Hindi. Also, these stories are found in
different Indian languages for example, KumbhaRamayana in Tamil,
Raghunatha Ramayana in Telugu, Saptkanda Ramayana in Assames,
Ramcharitmanas in Avadhi apart form that it can also be found in
Bengali, Odia, Malayalam, Marathi, Kashmiri, Gujarati, etc. this is our
literary understanding of the Puranas which has reached us through
narratives in these different languages. Similarly, if we talk about the
verses and hymns of our religious Vedas, they have also reached us
through this oral tradition. As many of them are recited in temples and
worship, besides, they are contemplated in every religious festival
through bhajans and kirtans. Hence, we still remember the hymns
written by saint poets like Mirabai, Tukaram, Eknath etc. recitation of
Sanskrit verses is very common in our religion and worship, and
Sanskrit dramas have been produced based on our texts and Puranas.
Which are very famous in the present time. We know them as epic
poems or Mahakavyas. Kalidas’s Rghuvansham and Kumarsambhav,
Kritarjunyam of Bhairavi, Shishupal vadha of Megha, and Naishadhi
Acharya of Harsha are prominently very famous.

Even though our classical dances and music became part of temples and
rituals. The best literature that was created during this period. The
hymns in Tamil were known as Alvars and Naynmars they were
Vaishnavite and Shaivite saint poets respectively. We get the two major
classical dances that are traditionally presented but, in some areas, they
are still presented as the old tradition. The first one is Kuchipudi, which
is the classical dance of Andhra Pradesh, in the old system it was
presented as a dance drama known as Kuchipudi Yakshgana and
Kalpam. By the time this became the solo dance and it has a huge and
rich tradition of dramatic literature; BhamaKalapam of Siddhendra
Yogi, GollaKalapam of RamaiahSastri. Krishnalilatarangini of Tirtha
Narayana Yati which is in Sanskrit and Parijatapaharanam in Telugu,
and even operatic works of Tyagaraja like NaukaCharitram, Prahlada
Bhakti Vijayam, etc were very famous. In the solo dance Kuchipudi and
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Bharatanatyam have the same krithis in a margam that is also performed
from the old system because each style has a devadasi system.

The second is Kathakali, — “The literary compositions used in Kathakali
are known as ‘AattaKathas”. Arts like Kuttu, Kudiyattam, Krishnattam,
and Ashtapadiyattam have a direct influence on the art of Kathakali and
AattaKathas. The stories of the AattaKathas are based on the Ramayana
and the Mahabharata. Aatta Katha writings as a branch of literature
have more than five hundred Kathakali plays. Some of the well-known
ones are Nalacharitam, Uttarasvayamvaram, Kichakavadham,
Dakshayagam, Kirmiravadham, Kalyanasaugandhikam, Bakavadham,
Narakasuravadham, Subhadraharanam.” This dance is the classical
dance of Kerala, in the history of this dance is connected with their folk
and rituals hence we have already seen the ritual connectivity with these
classical dances. kalivilakku can be traced back to Kuttiyattam, in both
traditions it will perform in a huge lamp. Thurs, some classical dance
and folk dance are presented in the same way but their perspective will
be different.

This is one side, in another side; if we want to see the other perspective
of the oral tradition is our cultural and folk art in which we can include
folk and classical dances.

Each state has its folk dance and folk art but classical dances are
belonging to particular places. These all are following the literature for
particular abhinaya and the oral tradition is followed by the textual
technical terms. Our ancient educational pattern has been followed by
Guru shishya Parampara which is why we are more connected with the
texts and easily pass on this tradition to others. That is why the students
were smart and intelligent with the help of this pattern even the
dedication, respective excel the teachers or guru so they had known by
different names such as Asan, Acharya, Melanayaka, and especially for
the dance they called Nattuvanars.

Texts are help for the Angika Abhinaya in the classical dances, and
particular text is followed for a particular dance style. Natyashastra and
Abhinaya Darpana are mostly used in Bharatanatyam and Kuchipudi,
Abhinaya Chandrika for Odissi, and Hastalakshana deepika for
Kathakali. these all help us to show different Angika abhinayas such as
gestures, chari, viniyoga, sthanaka, Gati, God, and Goddesses, etc. the
beautiful part of this tradition are we remembered them as a shloka with
meaning and no need to memorize it. We follow our teacher or Guru
and practice it as per daily practice so we automatically remember all

188



iee gvgeT ISBN: 978-81-956774-3-6

those shlokas. Even it will remember for a long time. This oral tradition
is similar to every classical dance, we can show the connection between
literature and Angik Abhinaya.

In the vachika abhinaya, we need to understand the basic terms and tala
system. In every classical dance style, the tala system and the language
or the lyrics are very important. Each classical dance has its particular
rhythmic pattern and tala structure so when we talk about back abhinaya
there is a huge topic to understand. Hence, in Bharatanatyam and
Kuchipudi, there are more similarities bout the tala system and the
Margam structure. Margam is the presentation structure and the
learning structure as well. This is also a very old pattern that we are
following today and we have to follow that in both learning and
performing ways. The classical dance which belongs to south India is
mainly followed the Carnatic music pattern apart form that usually
follows the north or Uttar Hindustani pattern in their tala system.

Apart from that folk theatre is also a very important art that is also very
huge in the manner of learning and culture. They also have their
importance in their states and region.

According to some scholars, “They rely on the oral tradition of the
languages known to the people of the particular region. The Kannada
language has the Yakshagana theatre, the Gujarati language has the
Bhavai theatre, and the Marathi languages have the Tamasha theatre.
Terakuttu in Tamilnadu, Bhagavatamela in Andhra Pradesh, and Jatha
and Ramlila in northern parts of the country.”

Thus, the oral tradition is a long chain system where we just follow their

rules and the system to pass on to the other generation. This is only

possible because of Guru shishya Parampara which is followed in the

old education system in some area it is still used, Especially In our art

and culture, have followed the oral tradition and we are very lucky to

have this system so that we can carry our art and culture an ancient

system exactly, in almost every part like Vedic, classical dance, and

also in folk art.
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In Bharat each dance form was passed from one generation to other by
oral as well as written tradition. All the knowledge about tradition,
culture and art form was preserved by Shruti and Smriti. Shruti
tradition is revelation and Smriti is a tradition. Shruti literary means
what is heard, and Smriti means what is remembered. Shruti is
revelation and Smiriti is a tradition/ Sruti’s are the four Vedas, the Rig
Veda, The Sama Veda, Yajur Veda and Atharva Veda. According to
the traditional Hindu belief, Vedas have the divine knowledge, in the
compositions which are not created by Man, so are known as
Apauruseya. It is believed that they were created by God himself and
revealed to the rishes, who could hear them. Rishes passed it on the
other mortal beings. Through Smriti the 18 Puranas, Dharma Shastra,
Tantra, Srimad Bhagwad Gita, Itihas, Writings of Rasik, Bhakta and
Saints, Writings of Acharya and Jagadguru were preserved.!

We find the earliest reference of the Origin of dance in Natyashastra.
According to Natyashastra, Brahma created the fifth Veda the
Natyaveda, extracting essence from all the four vedas. Text from Rig
Veda, Abhinaya from Yajurveda, Music from Samveda and Rasa from
Atharva. All the classical dance styles follow the rules of
Natyashastra.?

Oral tradition is a way by which Indian tradition, rituals, culture and art
forms were preserved. Art forms like dance and music were also
preserved and passed on from one generation to another by oral
tradition.

The writing of History is based on Scientific methods, like
documentation and written records, while oral method is based on
Shruti and Smriti. Oral tradition was the fundamental to the
preservation of folk dance. The teaching of folk dance has primarily
been possible due to oral tradition. The music, the rhythm, lyrics and
the steps of folk dance forms like Garba, Raas, Ghoomar, Bihu etc, are
passed on from generation to generation by the word of mouth and
through demonstration.

The classical dance forms were passed from one generation to other
through oral traditions, in which Guru Shisya parampara played a major
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role. Classical dance styles like Bharatanatyam was traditionally
performed by the Devadasis, who handed down the knowledge of this
art form from one generation to other generation. These devadasis were
trained in music, dance and literature. They dedicated their lives serving
the temple deity. The performance of the Devadasis was the inherent
part of temple rituals. The daughter of the Devadasi became a dancer
and son became Nattuvnars, musicians or dance teachers. These
devadasis and Nattuvnars preserved the dance style for centuries within
their own families.> Many were illiterate but had the knowledge of
dance from their family. According to shri Ashish Khokhar, many
devadasi had no access to formal education, they learned naturally from
within the family. Some theoretical parts of dance were kept a secret in
certain families. They took training from birth. They knew many
aspects of dance till they were in their teens. The methodology of
teaching was complete holistic. They were trained to be a complete
artist. They lived together in cluster in one area or village.

The author would like to give an example of oral tradition in
Bharatanatyam. When the author met Smt. Madhu Tanjorkar [Violinist
and a relative of Bharatanatyam dance Guru Shri Kubernath Tanjorkar],
who belongs to the traditional family of dancers and musicians she said,
that her family had a very unique method of teaching in the family. The
teaching and learning process begins from the birth. The Guru or
Mother [who is Guru] has a very informal way of teaching. Guru will
teach while doing their daily chores. According to Guru Shri Kubernath
Tanjorkar if a student wants to learn, he or she will learn even by
observing the Guru.*

From the history of Kathak classical dance style we come to know that
Kathak word originated from the word ‘Kathakas’, who were story
tellers. They narrated stories through mime and gestures the history of
Kathaks indicate a continuous handling down of knowledge through
oral tradition and Gharana tradition. The knowledge was preserved and
shared within a family.

According to Pandit Shri Harish Gangani, he imbibed the great
knowledge of Kathak dance from his father Pandit Shri Sunderlal
Gangani, through oral tradition. As he belongs to a traditional family of
Jaipur Gharana, he imbibed many aspects of dance by Smiriti of oral
tradition.®

Even today when Bharatanatyam and Kathak are taught in Universities,
many aspects of Nritta and Nritya which are taught, for example
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intricacies of eye movements and intricacies of Abhinaya, come from
the oral tradition.

In the same manner oral tradition played an important role in preserving
the knowledge of other dance styles like Kathakali, Odissi, Manipuri
and Kuchipudi.
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Abstract

Oral traditions always used to dominate the very structure of Indian
history and society. Oral tradition is a system for preserving a group’s
beliefs, customs and history. The Mahabharat for instance, is known to
have existed and been transmitted in oral form for over a millennium
before it was committed to writing in the form we know today. It is
generally believed that oral cultures yearn to move to literacy, but in
India Brahmin priests drew their authority from their ability to recite
the sacred vedas with the correct intonation. Their preservation depends
on the powers of memory of successive generations of human beings.
An old oral tradition of Gujarat is “Akhyan”, includes singing, poetry,
drama and reach literary work by great poets.

Keywords: Oral Tradition, Poetry, Akhyankar of Gujarat, Manbhatt
Primary Sources: Personal interviews of scholars

Secondary Sources: books, journals, other records etc.

Introduction

A 12" century writer Hemchandra acharya defines kavya in his rule and
states that akhyan is the sub-narrative of a religious book to be
presented to the audience through singing and drama by a professional
storyteller. “Dolarrai Mankade” tells the type of poetry that has scope
for music and drama.

Narrator can be described as the reader or any professional who reads
the story is called ‘Manabhat’ or ‘Gagriabhat’. He sets poetry to music
and also performes monologues.

‘Maan’ means a copper pot, formerly made of clay. Bhattji wears a
vedha on his ten fingers and plays the talbadh at different places and in
less volume to produce small and large naad according to the story. For
instance, while narrating the war of Mahabharat, when the loud sound
is produced, the bhatt sabhinaya is created inspired by veer rasa.

Meri Awaz suno,
Dharti kampne lagti,
Or uthal puthal hone lagti hai.

An Oral Tradition: Akhyan
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Akhyanas were recited only by the brahmin caste manbhattas so, the
akhyanas written by writers of other castes were given to them for
recitation. Poets Narsingh Mehta and Bhalan composed many
akhyanas. In the modern times, Sri Rithibhai Pandya remains a famous
storyteller.

According to Shri Mayankbhai Pandya who is a traditional narrator and
has vast experience in this subject. The story beguns with
Mangalacharana, in which Ganesha is worshipped. Among seven
adhyays, there is a kadva adhyay also known as kadvanu adhyay.Kadva
is divided into three parts.Mukhabandha means introduction ,preface or
amukh dhal means narrative- valana means summary.The opening two
lines called Mukhabandha which introduces the subject or occasion of
the recitation.The event is described at length in Dhala. Attitude is the
last two paragraphs that summarizes what was described in the first
paragraph and the second paragraph summarizes what is to be
described.All the stories are narrated in these three parts. Dayaram used
the word ‘sweet’ from bitter.

Traditionally, Akhyan is three hours long, but now two hours long Naal
Akhyan , which has to be performed over three days. A hoondi Akhyan
has an original performer who sings and plays the akhyaan himself,
with table as a rhythmic accompaniment and harmonium for melody or
Nanpuro or Ektaar can also be used in the experiment.

The artist’s dress consists of an angarkhu, cotton and dhoti with a sash
tied around the waist and a turban on the head.

After describing the entire incident in the story, the part of fear, terror
is finally recited and the information about the reader is recited. At the
end the”Falshruti” means the benefit of the listening to the story is
explained. Through Falshruti the audience promises destruction of all
the sins, salvation, end of physical ailments, and birth of children and
acquisition of wealth. All stories have a happy ending like a Sanskrit
drama.

Premananda:

Rasa kavi Premanand’s name is the foremost among the narrators. He
was born in the Nandora Chartuvashi Brahmin caste at VVadodara, about
350 years ago in 1645 AD. Vadodara in Veerakshestra, a village in
central Gujarat. Chaturvashijnati, Brahmin, name:Bhatt Premanand.

Thus, Pramananda himself has recorded in many stories. At that time
the sun of Mudal Sultnate was blazing. It was called Chhadechok during
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the reign of Aurangzeb. The future emperor of Mudal Sultanate in
Guijarat.

Abe tab eke Solah ana, ek kathe ya barah,
Ekad tikdu aahe ana,
Char paise kya hote hai.

Premanande Neem, who was born in such a time when the Gujarati
language was undervalued, took

“Gujarati language will not be given an honourable place until then, I
will not tie a turban on my head.”

In today’s era. It is difficult to understand or explain the importance of
not tying a turban on the head.

Like Ramayana, Mahabharata, Bhagat,Harivasmsa by some wonderful
inspirational Purans as well as life events of Bhakta poet Narismha
Mehta, through the medium of narration, Premanand took up the task
of narrating from village to village in Gujarat. In medieval era, the
heritage of religious and social knowledge i.e presenting the events of
the epics and Puranas in simple, accurate language.

Rasa Kavi Premananda was interested in Gujarati literature and
Bahujan has rendered valuable service to the society and has done
valuable work of cultural consciousness. Premananda’s works are a
priceless treasure of gujarati literature, the cultural heritage of the gujar
people. According to Mr Mayankbhai Pandya “ Premanand was not
only a storyteller but a performer, composer, he saw Narsingh Mehta as
an interesting interlocutor and composed five stories on his life. Haar,
Hoondi,Mameru, vadivivah and shradha.” However, Premanand’s
ideas are still influential to many people. Even today, everyone is
interested in listening to the stories of this poet as he reveals the true
nature of the story that makes the stories popular with composition of
various verses, duha, Chopal. Different types of rhythms also keep
changing so that the audience is gently mesmerized.

In the stories, the customs, dress, social system etc of that time have
been described in detail by the poet. Apart from that, the ideas created
by using navarasa are so alive that even today, when we listen to them,
the whole scene is created before our eyes. Rasa Kavi Premanand has
created the context of the stories according to the time and occasion.
For example, the greatness of Okharan in the month of Chaitra, the
month of Vaisakh month is considered to be the period of wedding, so
it is fun to hear the wedding of Shamalsha and when the shradh comes
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to Bhadarwa, Narsingh Mehta’s father’s story of faith is presented. Veer
Narmaad is noted here. The language of love is the same everywhere.
A description of manners and disposition and exaggerated painted event
vignettes are placed in vernacular. This is the beauty of Premananda’s
poetry.

According to Mr. Mayankbhai Pandya,” It is difficult to get a place in
premanand’s Rasanipati.” There will be no poet like him. He had the
ability to make us laugh in an ongoing story and cry the very next
moment. A number of plays were also performed based on
Premananda’s written stories Mrinalini Sarabhai and Mallika sarabhai
brainstormed ‘Nrityantika’based on Nalakhyan, which featured acting
alongside the story.

Conclusion

An Akhyan was the primary source for the people of Gujarat to show
the devotion towards God & offering Bhakti to their almighty. Due to
urbanization, this traditional art is getting disappear now a days. The
new generation of these Bhatt families are joining the new business &
not continuing this tradition. To save this beautiful and rich oral
tradition of Akhyan both, the government and artists have to take
initiative to promote this oral tradition.

References:
1. Book: Akhyan by Dharmiklal Pandya
2. Personal Interview with Shri Mayankbhai Pandya

197



iee gvgeT ISBN: 978-81-956774-3-6

Guru Shishya Tradition in Indian Culture

Kamakshi Tiwari — S.Y.B.P.A. Kathak

Ms. Tripti Gupta - Research guide

Department Of Dance, Faculty of Performing Arts
The Maharaja Sayajirao University of Baroda

Guru Brahma, Guru Vishnu
Guru Devo Maheshwara
Guru Sakshat Param Brahma
Tasmai Shri Guruve Namah

Abstract

The Indian perspective says that the aim of human life is to grow by
inner and outer experience till man lives in god , realizes his spirit ,
becomes divine knowledge. In the course of achieving this transforming
experience , the Guru holds a special place.The guru-disciple
interaction touches deep and regressed layers of two main features of
relationship , surrender of the shishya and intimacy with Guru.Real
teaching is believed to occur when the disciple has disciplined himself
and is turned the wavelength of Guru.Teaching example and influence
play significant roles in mentoring.One very distinctive characteristics
of Guru-Shishya relationship is the poly-variant nature.lt indicates the
all encompassing of quality of this relationship.Dynamics of the
relationship indicates that its basis was a complete transformation of the
shishya by the guru. In this article I shall discuss the concepts of time
love , time and discipline which direct the interaction of Guru and
shishya tradition in Indian culture with respect to Indian classical music
and dance.

Keywords: Guru, Shishya, Parampara, Sages, Disciple, Tradition,
Dance, Music

Introduction

Guru Shishya parampara is an age-old tradition in India which has
existed for centuries and has transformed over the years. The tradition
reinstates a sense of belonging towards one's teachers and worshiping
the Guru as God. It also meant the spending of the entire deviation of
education taking over but the Indian music education still depicts this
bond as the one of eternal respect towards the Guru. From the tret fug ,
Ramayana has mentions of the Gurus System and lord Rama’s Guru
Rishi Viswamitra. Also, Scriptures about dwapara yuga talk about Lord
Krishnas’s Guru Rishi Sandipani. The disciple relationship is a divine
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bond which has spiritual and religious significance in our
country. Guru-Shishya parampara is a sanskrit phrase in which shishya
literally translates to ‘student of guru’ while parampara refers to
‘uninterrupted succession’ Thus the lineage is simply passing the
wisdom from a succession of the Guru’s to their Shishyas through oral
tradition.

Since ancient times, India has been famous all over the world for the
characteristics of its culture and civilization. That era was supernatural
when there used to be delightful ashrams of sages on the vast land of
India. In the pure, cool and fragrant environment, sages used to preach
different learnings and arts to their disciples. It was from here that the
Guru Shishya tradition started in India. It is difficult to say in which era
this practice originated. It can only be inferred that the tradition of
Vedabhyas must have started with the Aryans and the tradition of
learning would have been possible only through the Guru Shishya
tradition.

When school education had not originated in Indian society, through
personal contemplation, penance and spiritual practice, the sages and
sages had attained unparalleled proficiency and erudition in every field
of knowledge and every science. This sage Muni used to be satisfied by
imparting the knowledge obtained from his penance to his disciples. It
is worth noting that this tradition was not called the tradition of father
and son, it was called Guru- Shishya Parampara. Because the
knowledge received by the sages was given to the worthy disciples
because they were not their children. In this way, Guru Shishya
Parampara has a unique contribution in keeping Indian arts safe.

1. Love - To best communicate music thought , the Guru and the
disciple must love one another. Desh Pande writes that a Guru’s identity
will often be defined by membership in Gharana, a style of playing that
assumes the status of gharana only when it is carried over for at least
three successive generations. Since only the shishya perpetuate the
guru’s heritage , such love and trust becomes a crucial requirement. The
guru who loves the disciple will have the impetus to teach with
dedication and to freely impart knowledge. In turn , the disciple has to
respect the master as the representation of the divine.

2. Time - To learn Indian classical music one requires time with
the teacher. As an oral tradition , transmission relies not on books but
on the Guru’s individual guidance. Even today many North Indian
musicians , possessive of their ragas or their particular way of rendering
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them will only offer their knowledge to a select few perceptions of the
ideal amount of time the shishya and Guru should commit to each other
tends to shift according to the time practically available. The ancient
tradition provides for what modern relationship counselors call “quality
time” - a necessity for developing bonds of mutual devotion.

3. Discipline - The guru does not simply lavish valuable time and
affection on the disciple ; his or role is to maintain discipline.
Draconian styles of teaching are often detailed in stories about guru-
shishya parampara , implying that physical and mental torture is flip
side of success. According to legends , Ali Akbar Khan’s father and
Guru, Alauddin khan , compelled him to practice sixteen hours per day
, and tied into the tree for hours , refusing him food of speed his
learning was inadequate .

Ravi Shakar writes that Ali Akbar was born in music in his veins , but
it was his constant rigorous practice , discipline and riyaz that baba set
for him that has made Ali Akbar “’the greatest instrument alive”.

Canes are still sometimes used to drill knowledge into the body.

The best reference to the Guru Shishya Parampara in the field of dance
is that of Mahamuni Bharata and his 100 disciples. Brahma originated
the Natya Veda from the four Vedas and presented it to Bharata Muni
for practice and Bharata performed the art of drama in front of Shiva by
his 100 sons. Here 100 sons of Bharata can only mean 100 disciples.
The following facts emerge from the study of these quotes regarding
the "Guru Shishya" tradition of the education system of that time.

1. Disciples used to go to the Guru's ashram or house for education
practice leaving all the relatives of their family.

2.In order to become proficient in any discipline, one does spiritual
practice for many years in contact with a guru. He used to bid farewell
to the Guru only after becoming proficient in that Vidya.

3.All the expenses were borne by the Guru himself during the days
when the disciples stayed at the Guru's ashram or house.

4.At the end of the Sadhana, the disciples used to give dakshina to the
Guru according to their ability. The talk of Guru Dakshina has also been
said in Mahabharata. Ekalavya cut off his thumb as Guru Dakshina at
the behest of his Guru Dronacharya. This shows the devotion and
dedication of the disciple towards the Guru.

A special ceremony is held to mark the occasion of Guru accepting a
disciple by tying a ceremonial thread on the wrist of the student. This
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ceremony is called ‘Ganda-Bandhan’ where Ganda means ‘Ceremonial
thread” and Bandhan means ‘Tying’ thus binding the disciple to the
learning of the Guru.The relationship between Guru and Shishya is
considered unbreakable, it is the duty of the Guru to make his disciple
proficient in the art of dance and it is also the duty of the disciple to
serve the Guru with devotion. In this education system, the Guru
imparts the entire essence of his art to his disciple.

At one time, the practice of Gandabandhan was so strong among the
teachers of Kathak that even fathers would not teach dance to their sons
without tying the thread. For example, Bindadin Maharaj gave dancing
lessons to his brother's three sons Achhan Maharaj, Lachhu Maharaj
and Shambhu Maharaj only after tying the thread. Self, Achhan
Maharaj did not teach his son Birju Maharaj without tying thread. Birju
Mabharaj's mother used to tell that she herself had given one and a half
rupees as Dakshina to her husband through her son. Without Dakshina,
Acchan Maharaj ji did not even give proper education to his son for
many days. It was only after tying the thread that the guru used to teach
dance to his accomplished disciples. This would also be a reason that
those dancer disciples have become immortal in history.

After independence, dance and music were taught in schools and
colleges and the importance of institutional education increased in place
of Guru Shishya Parampara. The students took the place of the
disciples. The respect towards the Guru has decreased. There is no
purity in the relationship between the two, hence there has been a
decrease in the depth and intricacy of the dance. There is a fixed
curriculum under institutional education. In which both functional and
classical aspects are involved. Therefore, it has become difficult to
produce qualified artists with this wide breadth of education in a short
span of time. Gradually, dance education also seems to be becoming a
means of getting a certificate.

Due to the lack of devotion among the students towards the Guru, even
the Guru hesitates to impart adequate knowledge to his disciples.
Everyone has the right to learn dance in institutional education. The
result of this education system is not satisfactory due to the absence of
eligibility criteria. Earlier dance students used to practice only one
subject, but today dance students have to study other subjects as well.
This is the reason why they are unable to do complete spiritual practice.
Due to the disappearance of Guru Shishya Parampara, many traditional
features of Kathak dance are also slowly disappearing.
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Abstract

The paper examines the notion of ‘Naad Brahma’ in relation to the
development of Hindi literature. However, the examples from classical
India to the modern academia have been incorporated in this paper.
With the main objective to highlight the relationship between oral
tradition and growth of Hindi literature, present paper is exploring
different associated aspects.

Introduction

Oral Tradition and its main element Sound/Naad/Voice has its unique
role to frame the identity of India. The system of folksongs and folklore,
chanting of Vedic mantras, teachings and philosophies of mystic poets
are different ways where one can see the role that oral tradition has
played significantly. With the main objective to highlight the
relationship between oral tradition and growth of Hindi literature,
present paper is exploring different associated aspects. The method of
writing this paper is primarily analytical, where secondary sources are
being referred by scholar.

Three sections are being focused by scholar in this article, where the
meaning and nature of ‘Naad Brahma’ would start the chapter. Later on
general understanding of Oral tradition in India will be considered as
another section, followed by third section that has included the possible
relationship of Hindi literature and oral tradition in India.

The meaning and nature of ‘Naad Brahma’

The human civilization has its evolutionary nature that constantly added
numerous traits to its identity. One of the significant traits could be
known as trait of communication. Though every being has different
mode of communicative skills, humans uniquely owners the skill of
language. It is in this relation, the history of human encompasses the
history of language and literature.
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To begin with there is a basic term on which language has developed
persistently. It is the Swara, and Swara originates from Naad (A1)
which means voice or sound. Naad is believed to be the integral part of
life and the world. The entire world is subject to sound. It is unthinkable
about the growth and development of human life without the presence
of sound. Naad is present in five key elements — Earth, water, fire, air
and sky, etc. Because of this importance of Naad, its also called “Naad
Brahma” (AT¢ dlgT). So it quite essential feature of human as well as non
human world that has been discussed In physics, music, culture to other
spheres of human lives. This sound is produced by the coordination of
vital air and fire in the human body. In one of the philosophical aspects,
it is being argued that Naad is the medium that connects the listener to
his soul, and the universal soul which means the cosmic being.

From Vedic literature to Bhakti tradition in India the role of Naad, the
role of oral communication has been highlighted by various scholars,
thinkers and writers. It is worth to mention that how Bhartrhari, a
Sanskrit scholars of classical India describes Naada/Shaba. Bhartrhari
speaks about the creative power of shabda, the manifold universe is a
creation of Shabda Brahman (Brihadaranyaka Upanishad 1V.i.2). In
other words, Speech is equated with Brahman (Shatpatha Brahmana
2.1.4.10).

The fundamental theory of Indian classical music, art and poetry is
grounded in the theory of Nada Brahman or Shabda Brahman, and is
linked with the Vedic religion. It represents the crucial role that has
been played by Naad in the making of cultural and artistic nature of
India’s identity. In this context, next section would focus on the growth
of Oral tradition in India, and how its core concept of Naad has
facilitated an inclusive approach to its study.

Oral tradition in India

In simple terms oral tradition means the tradition where knowledge has
been developing through the oral mediums such as poetries, music, and
other visual arts. Oral tradition, also called orality, the first and still
most widespread mode of human communication. Far more than “just
talking,” oral tradition refers to a dynamic and highly diverse oral-aural
medium for evolving, storing, and transmitting knowledge, art, and
ideas.

Oral tradition are finer spirit of any civilization. Cultural transmissions
majorly transmits orally in India. It means the cultural heritage and
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civilization of India has been constantly preserved and developed
through the oral transmission of knowledge. Indian civilization always
puts faith in oral traditions and always believes in theory of ‘g Sgl’
(Naad Brahma). The oral tradition in India is still prevalent, especially
in the area of folk literature. The ballad singers have a rich repertory of
a variety of songs which they sing to a large audience. When it comes
to classical texts such as Vedas, Upanishadas or any other texts, its Oral
representation to different people helps to grow and spread among
larger group of people. In the words of Kapil Kapoor it is said that
creation, storage, dissemination and transmission of knowledge from
one generation to the other was done through oral mechanisms. Not
only creation, but Kapoor has focused on its storage and distribution to
different generation is comparatively easy to literary or written forms
of knowledge.

However the interesting thing is, although ancient Indian tradition is
oral but they produce much larger body of texts. In ancient traditions
we never say that work is written by someone, rather we say world is
composed by someone. The word ‘compose’ is much closer to music
and other forms of art, such as we call music composers. In a way it
shows, again that how Naad helped to grow the oral culture in India. It
is also interesting to note that how different regions, language and
people has commonly followed the path of oral tradition for helping and
nurturing their own identity.

Relationship between Oral tradition and Hindi Sahitya (literature)
For several centuries, in many parts of what are now India, Pakistan and
Bangladesh, have thrived the oral traditions of several mystic poets,
ballads and Gurus. We always believe in the sanctity of sounds and its
relationship with creation of world.

If it all there is a culture that respects the dignity of human being and
value of individual, it has to be Indian culture not any other one. The
strongest of the living tradition and precisely because it happens to be
an oral tradition, not withstanding the number of libraries and
institutions that have been burnt and razed to the ground, these
traditions have been capable enough to be survived.

To connect this with literature of Hindi language, there are a few names
such as Kabir Das. We use the term ‘oral traditions’ to refer to methods
and ways in which the poetry of Kabir and several other poets has
survived, and indeed grown, through centuries, in a non-textual form.
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To put it simply, the poems have survived as songs or sayings /
quotations, purely by force of being sung or repeated. Kabir himself
was unlettered; in typical, confrontational fashion, he celebrated that
station. It was not a matter of embarrassment for him.

“Never touched ink or paper
Never held a pen in hand
The wisdom of all four ages
Kabir spoke with his tongue”

It asserts that knowledge is not the property of literate or the people who
can follow the medium of writing for acquiring knowledge, rather
tradition of orality had its own relevance. In Hindi literature, Bhaktikal
would be considered as a period of masses dissemination of knowledge
through oral tradition.

A scholar Kapil Tiwari says, “Many objects or images from the present
enter the songs of Kabir, which didn’t belong to his times — such as a
train, photo, aeroplane or a gun. What difference does it make? Kabir’s
poems belong to a living oral tradition. They are not a stagnant thing of
the past.” Even he was the writer who was not just focusing on religion,
but social culture and other spheres of human lives are being touched
upon by Kabir. Even the writings of Meera Bai, Tulsidaas or other
Bhakti Saints could not be understood without considering the role of
oral tradition that influenced in the popularity of their content and
philosophy.

Conclusion

This paper has proposed several ways to read and re-read the works that
has popularized the significance of oral tradition. With the example of
Kabir, researcher tried to highlight that how shift has been seen of
knowledge from above to know from below and a more inclusive
society has been idealised by Saints like Kabir. However it should be
emphasized that art of dissemination of knowledge was not possible
without the efficient contribution of oral tradition and its power.
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Introduction

As form of expression dance can be traced as long back to human
culture and history as ancient Egypt and Greece. The muscle’s ability
to convert chemical energy from food into muscular work is directly
related to performance in dance and sport alike. Moreover, similar to
other sports, dance performance depends on a large number of
technical,  medical,  psychological,  nutritional,  economic,
environmental and physiological elements. At professional level, for
instance, dancers must be experts in the aesthetic and technical side of
the art, psychologically prepared to handle the stress of critical
situations and be free from injury; most importantly they must be
physically ‘fit’. The last three decades have witnessed an unprecedented
exercise and fitness - “boom”, reflected in the large number of people
engaged in some forms of physical activity. Never before has so much
capital and effort been invested in an attempt to maintain / improve
physical fitness and increase performance both in the exercise field and
the working environment. Physical fitness may be defined as “the
individuals’ ability to meet the demands of a specific physical task”,
and primarily consists of aspects related to muscle and its function. It
depends on the individuals’ ability to work under aerobic and anaerobic
conditions, and on their capacity to develop high levels of muscular
tension (or strength); muscular power, joint mobility, muscle flexibility
and body composition are also equally important components of
physical fitness. The physical demands placed on dancers from current
choreography and performance schedules make their physiology and
fitness just as important as skill development. As a result, they have
been referred to as “performing” and / or “aesthetic” athletes who
remain subject to the same unyielding physical laws as in other athletes.
It has been suggested that there are two main physiological
requirements necessary for dancers: one is a large reserve of power,
required for explosive jumps and high elevation, which lasts just a few
seconds, energised by phosphocreatine; and the other requirement
suggested is muscular endurance, and occurs when a relatively high
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power output is maintained for 30 — 60 seconds. This could be, for
example, in a series of jumps. Available data also suggest that dance
performance benefits from enhanced physiological capabilities such as
muscular strength and power, in line with other aesthetic sports, such
as gymnastics.

Dance requires incredible strength, stamina, and flexibility. Broadway
and touring performing artists dance an average of eight shows a week.
Add to that, the countless hours in rehearsals. Their exertion level
rivals, if not exceeds, that of professional athletes! Therefore, it’s not
uncommon for dancers to experience pain. Performing repetitive
movements for hours a day coupled with a low amount of recovery time
in between shows, increases the performer’s risk for chronic overuse
injuries (in addition to the ever-present risk of an acute injury). In most
cases, pain is due to muscle soreness that resolves in a day or two.
However, sometimes there is something more to blame—that’s when
you should see a physician or your physical therapist!.

Here are some common dance injuries, including the pain associated,
how to prevent and how to treat them if it occurs:

Ankle Sprains

Ankle sprains are the most common traumatic (or acute) injury in
dancers. Most dancers will experience their first sprain by age 13. This
injury is caused by any movement that forces the ankle outside of the
normal range of motion, resulting in an overstretching or in tears to the
ligaments of the ankle.

Pain: acute onset with pain on the inside or outside of the ankle,
swelling and bruising may be present in more severe cases

Achilles Tendonitis

Achilles tendonitis is an inflammation of the tendon in the back of the
ankle that connects the prime mover for pointing to your foot. As the
Achilles is active during relevé and pointing the foot, this overuse injury
is quite common in dancers, especially those utilizing improper
technique or participating in excessive training.

Pain: gradual onset of pain and tenderness just above the heel which
may feel better when warmed up, but worse with jumping, relevé, or
pointe work

“Trigger Toe” (Flexor Hallucis Longus Tenosynovitis)
Trigger toe is another overuse injury that causes inflammation and
damage to muscle that is active during pointing the big toe.
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Pain: gradual onset of pain along inside of ankle and under the foot
while pointing the big toe which may also feel like big toe is “stuck”

Ankle Impingement
Ankle impingement is the pinching of tissues at ankle (tibia and talus)
at either the front or the back of the ankle

Anterior (front) Pain: pain at the front of the ankle with plie and landing
Posterior (back) Pain: pain at the back of the ankle with tendu or relevé.

Snapping Hip

Snapping hip syndrome often starts as an annoying snapping sound in
the front of the hip with developpé or battements. However, over time,
iliotibial band (IT band) tightness and weakness of the outside of the
hip can cause the snapping to become painful.

Pain: snapping/clicking sound in front of the hip with developpé and
battements

Hip Impingement

Hip impingement can be caused by many different factors from
arthritis, labral tear, stress fracture, muscle strain, snapping hip
syndrome, sacroiliac joint dysfunction, to piriformis syndrome. It is
extremely common in dancers due to the imbalance between the amount
of external rotation (turn out) they have compared to the amount of
internal rotation (turn in).

Pain: pain with flexion and internal rotation (turning in)

Patellofemoral Pain Syndrome

Patellofemoral Pain Syndrome, also known as “jumper’s knee,” results
from the kneecap “tracking” incorrectly due to muscle imbalances like
tight hamstrings and calves coupled with weak quads. The placement
of repetitive forces on the patella, like through performing jumps or
plies without proper form puts a dancer at increased risk.

Pain: pain in the front of the knee with jumping, plie, or stair
negotiation.

Conclusion: Now in the current scenario, body conditioning plays a
vital role in the dance field, because each and every one is interested in
such kind of exercises where in the golden era nobody was following
that, keeping one as fit and fine and following that in a routine way is
betterment for placing them in the society with a good manner and teach
them to the next generation also is coming now a day. Once started with
your warm up exercises as well as the same you have to done with your
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cooling down exercises where you are supposed to relax your muscles
with the same condition type of exercises that will help you to take your
dance as a long journey.

“Respect Your Body. Eat Well. Dance Forever” — Eliza Gaynor Minden
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Abstract

This study explores the inner self of the protagonist, Jairaj in Mahesh
Dattani’s ‘Dance Like a Man’. The play ‘Dance Like a Man’ strikes
hard at the typical Indian society that prescribes certain roles to each
gender and treats them as final. Jairaj, the male protagonist of the play
becomes a victim of gender restrictions.

This play deals with the recent and ancient history of India in personal
terms, probing generations of conflict against a background that evokes
the highest achievements of ancient Sanskrit theatre and classical
religious dance.

This paper tells the story of three generations; their personal ambitions,
sacrifices, struggle, compromises, internal conflicts and the way they
try to cope with life; and mainly focuses on a dancing couple. The
pathos of human predicament is explored in the subtlest way. It
embodies a brilliant study of human relationships as well as human
weaknesses through its characters. The play depicts the clash between
issues such as marriage, career and the place of a woman in traditional
Indian patriarchal social set up.

Introduction

Mahesh Dattani, an authentic contemporary voice, a director,
playwright, producer, was born on 7th August, 1958 in Bangalore
where he later founded his theatre group 'Playpen’ in 1984 and where
many of his settings are constructed. He is an intellectually stimulating
Sahitya Academy Winner . Dattani’s playscript casts its focus and locus
entirely on the urban space, specifically rooted in the dynamics of
domestic space. Environmental sustainability of the cities like
Bangalore or Mumbai in his plays are the symbolic tropes and modes
of economic power that can be categorized as the material element for
discussing the issue of citizenship that “raise(s) questions around
notions of equality and rights, issues of individual, group and
community rights, active and passive citizenship and the relationship
between, and relative primacy of, rights and duties” (Mallick
131). There is proper blending of Western intellectual consciousness
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and Indian theatrical techniques in his plays. He himself comments on
the relevance of Indian theatre: ‘There is going to be a good positive
development because as we get into the internet age which isolates
human beings, the act of communication will be a premium. Theatre is
our cultural activity directly related to human beings’ communication
with each other’ (Qtd in Chaudhuri 23).

The play Dance Like a Man, a stage play in two acts, is one of the most
wonderful dramatic creations of Mahesh Dattani. It tells the story of
three generations; their personal ambitions, sacrifices, struggle,
compromises, internal conflicts and the way they try to cope with the
life; and mainly focuses on a dancing couple. The pathos of human
predicament is explored in the subtlest way. It embodies a brilliant
study of human relationships as well as human weaknesses through its
characters. The play depicts the clash between issues such as marriage,
career and the place of a woman in patriarchal social set up. It deals
with the lives of the people who feel exhausted and frustrated on
account of the hostile surroundings and unfavourable circumstances.
The story is unfolded in time past and time present. The play was first
performed at Chowdiah Memorial Hall, Bangalore on 22 September
1989 as a part of the Deccan Herald Theatre.

Dattani in this play, puts a few unlikely questions about the sexual
construct that a man is or the very constituents of a man’s identity-in
terms of sexuality, as the head of the family and as an artist. The play
deals with the self and the significance of the other, through the
frameworks of gender and gender roles-the prostitute as a dancer and
an artist; the man as a dancer; the guru who sports long hair and has an
effeminate walk are categories that the older generation, fed on its
perception of the self cannot come to terms with. Dattani uses
Traditional Dance as a medium that creates conflict in the play within
the minds of the other characters. As the play goes forward and the
actions take place; Dance takes the center stage and pushes the
characters outside. Traditional Dance, in the play, is not only a form or
a tool that enables the writer to tell his story but it creates its own psyche
that guides or misguides the actors on the stage.

Dance is a very significant factor in this play that means different things
to different characters. Jairaj and Ratna wants to develop their career as
dancers and for them Dance is not only a form of art but also their life
and soul. It is not only their passion but also a tool that will help them
to gain desired success. The stereotypes of gender roles are set against
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the idea of the artist in search of creativity within the restrictive
structure of the world that he is forced to inhabit. Jairaj with his
obsession for dance dismantles these stereotypes. This is the twist that
the playwright gives to the stereotypes associated with ‘gender’ issues
that view solely women at the receiving end of the oppressive power
structures of patriarchal society. The play removes this notion and
explores the nature of the tyranny that even men might be subject to
within such structures. Jairaj and Ratna live within such a structure: the
domain of the patriarch Amritlal, Jairaj’s father.

Dance for him is the profession of a prostitute, improper for his
daughter-in-law and absolutely unimaginable for his son. He forbids
Ratna from visiting the old devdasi who teaches her the intricacies of
bharatnatyam; he cannot tolerate the sounds of the dancing bells that
ring through their practice sessions; is astounded at the long-haired guru
with an effeminate walk and cannot, most of all tolerate the idea of his
son —a man- becoming a professional dancer. The underlying fear is
surely, that dance would make him effeminate so that the suggestion of
homosexuality hovers near, though never explicitly mentioned. And
hence Amritlal must oppose, tooth and nail, Jairaj’s passion for dance.
This clash brings about the play of property and money in deciding and
manipulating the construction of identities that would conform, but the
result is tragic. He makes a pact with Ratna. He will permit her career
in dance only if she helps him pull Jairaj out of his obsession and make
him a ‘manly’” man. The two can then enjoy the security of his riches
(Chaudhuri 67-68).

In the society everyone wants the Male to earn as much as the house
would run properly but Amritlal knew that dance would not help Jairaj
to earn enough money and that would make him unworthy in the eyes
of his wife Ratna. For Amritlal, dance is good as far as it remains a
hobby but it was not proper to be taken as a profession. And we should
not forget that traditional dance, especially for Males was not
considered a respectable profession in the olden days in India.

Asha Kuthari Chaudhuri says, “The underlying fear is obviously that
dance would make him ‘womanly’ — an effeminate man — the
suggestion of homosexuality hovers near, although never explicitly
mentioned.”

Dance, for Ratna, serves as an undying passion that drives her character
throughout all the actions of the drama. Behind all her moves in the
drama, Dance was the main factor. Her character has a negative shade
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and that makes her different than others. She involves herself in a
relationship with Jairaj and that was a clear self-centered decision on
her part. No love or attachment with Jairaj was there on the outset of
the relationship. Her overconfidence and faith in her own talent was so
much that she hesitated not even once to destroy Jairaj’s career as a
dancer joining hands with her father-in-law, Amritlal. She single-
mindedly follows her heart overpowered by mind; and tries to be
famous using Dance as a medium. Traditional Dance stands as a thing
that will help her in earning fame and money along with respect in the
world of dancers.

For Ratna Dance was a medium to gain popularity and status and for
that she married Jairaj who would never stop her from dancing. Ratna’s
selfish inner desire was so powerful that she cold-bloodedly plays with
the emotions of Jairaj by misguiding him constantly. In the guise of a
true life companion she deceives her husband and tries to curb his
potential as a dancer. In order to gain personal aims she sacrifices
Jairaj’s abilities. Ratna not only spoils Jairaj’s life but tries to mould her
daughter Lata’s life also by making her a traditional dancer. In spite of
being a Male member of the family Jairaj never tries to command his
authority over Ratna and instead, she, very deliberately plays with his
emotions. When Jairaj returned to his father’s house, Ratna disliked it
and she says in the play ones, “You! You are nothing but a spineless
boy who couldn’t leave his father’s house for more than forty-eight
hours.”

Lata, her daughter, was used by her to fulfill her inner suppressed
desires to earn fame and money nationwide and abroad. Unknowingly
Lata falls in the whirlpool created by Ratna and becomes the object
only. Ratna’s endeavors seem very ambitious and manipulative. She
was ready to establish her daughter’s career on the right track right from
the very beginning and for that she schemes, manipulates and uses all
her contacts and links. It is very clear that Ratna saw her own self in her
daughter Lata and therefore acted so violently to create a firm, concrete
base for her. It is this quality that makes her different from others. For
her Traditional Dance was important but it never became a wild passion
at any point of time. The desire to take dance, as a hobby was very clear
in her mind as she tells Vishwas, “When I was a little girl, I used to
stand near the door and watch mummy and daddy practice. It was
magic for me. I knew then what I wanted to be.”

She takes dance as a pure art form and does not link it to any gender.
She wanted to pursue dance but her desire was not blended with any
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passion or force. For her, marrying Vishwas was also important and she
wouldn’t sacrifice her love for the dance. Her balanced mind makes her
likable and different from her parents. Actually she is away from the
circle in which her parents were trapped which was too vicious to
believe. She dances and continues to do so because it is a hobby for her
and not a way that leads to the path of success. There is no malice, over
ambition or misled want in her that keeps her interest in dance.
Considering this aspects reader can conclude that Lata stands in stark
contrast with other characters.

What therefore starts as a portrayal of staunch patriarchy in most of his
plays opens up new domains of study, where Dattani subverts the norms
to present the alternate views. Thus, what emerges is a new definition
of masculinity not merely as an antonym of feminity but paving a way
for men to break their “alpha roars” and do what they would perhaps
like to. As Butler says, it is possible to “do” these cultural constructions
of sexuality. And as for the females, they can opt for a path of their own
too, breaking their silence and the performative roles that they have
always played, knowingly or unknowingly, willingly or unwillingly
(Mallick, par.33).

Amritlal Parekh can’t tolerate his son wanting gaudy costumes,
growing long hair and practicing dance all the time. Even he does not
like his daughter-in-law going to meet a Devadasi to learn this art form.
He denies his son’s dependence on him and makes him obey his
dictates. He just completely spoils his son’s profession. In this bad
Endeavour, he uses Ratna also as his collaborator. He assures her that
her career would be safe, if his son is waned away from dance. To
safeguard her own interests, she too conspires with her father-in-law
and she supports him to spoil her husband’s dream.

The focus of the play is how social conventions and traditions of gender
spoil the life of the both male and female. The dramatic structure of the
play evolves round the idea that individuals struggle against the society.
The issue of gender discrimination is associated with individual
choices, self development and self identity. Dattani admits that,

“I wrote this play when I was learning Bhartanatyam in my mid
twenties... a play about a young man wanting to be a dancer, growing

2

up in a world that believes dance is for women”.

It signifies that the dramatist was inspired by two irresistible passions.
To become a dancer and the fear of social code that dance is a feminine
art. Man’s attempt to become a dance would be tragedy for a man. Male
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prejudice against dance is seen in Viswas’ very first conversation with
Lata. Lata too is afraid of her future as a dancer. She doubts whether
Viswas would allow her to dance or not.

The play deals with the conflict between art and society. It also focuses
on the sense of competition among the artists themselves. Young Jairaj
and Ratna are practicing dance in the house of Amritlal Parekh. He is
representative of the society of the nineteen thirties and forties. He is a
freedom fighter and a reformist, but limits the freedom of his son. His
son, Jairaj wants to become a male Bhartanatyam dancer. Amritlal
Parekh is an autocratic father for him. Bhartanatyam is the “craft of
prostitute to show off her wares”. Hence a man has no business to learn
such an art, and anyone who “learnt such a craft would not be a man”.
But Amritlal never thought the interest of his son in dance “would turn
into an obsession”. According to Jairaj, Amritlal Pareckh was “a
conservative and prudish” as the white rulers.

In the earlier days Bhartanatyam was associated with temples and
rituals. The art was preserved by Devadasis. They were the professional
dancers in temples. They were exploited by the priests and rulers.
Finally, due to the economic needs this turned to prostitution. So, the
dance form was ignored and neglected till nineteen thirties and forties.
It further led the society to oppose this dance form. The artist’s societal
condition compels them to accept this vocation. But the individual
space they want must not be denied by so called civilization. And such
gender discrimination regarding the dance form is the hyper
discrimination in the world of artists. So no man wants to learn this
dance form. If anyone wants to learn such a dance he ceases to be man.

Bharatnatyam when practiced by a male is considered to render him
effeminate. Though the divine exponent of Bharatnatyam is none other
than Lord Shiva himself, this art form is associated with women by a
misconception. Jairaj’s passion of Bharatnatyam goes unappreciated by
his own father. His dancing is a way of expressing his own identity. He
is a man who defies social norms. But his life is defeated by his father
and his wife. “If the play questions conventional male stereotypes and
points out that male identity is a construction conditioned by social
norms and expectations, it does so by involving those very same
constructions for the female characters” says Angelie Multani in her
paper, “On Mahesh Dattani’s Dance like a Man: The politics of
production and Performance.”
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Jairaj and Ratna might have succeeded as dancers but they have failed
as human beings and as wife and husband. The play ends with Jairaj’s
admission that they were only humans and lacked the °‘grace’,
‘brilliance’ and magic to dance like God.

Jairaj: We dance perfectly. In unison. Not missing a step or a beat. We
talk and laugh at all the mistakes we made in our previous dances... We
were only human. We lacked the grace. We lacked the brilliance. We
lacked the magic to dance like God.

In order to protect and continue any art form, the artist should raise
above human weakness. It is a state of human consciousness that wraps
up the distinction of male and female into a state of ‘wholeness’. In his
self-discovery, Jairaj discovers that the divine essence of human self is
neither male nor female.

Dance Like A Man has two timelines to it — The past and the present.
Mahesh Dattani cleverly shifts the settings, roles and properties created
on the stage to represent the blend of the past and the present. The
technique of role-switching and multiple roles is personalised by
Dattani in Dance Like A Man. The changing role changes the sense of
time, and it also changes the frustrated patriarch Amritlal into a
frustrated alcoholic, Jairaj.

While the total numbers of key characters in the play are seven, there
are just four actors who represent the seven characters. The
representation is as follows:

The Amritlal Parekh of the past also plays the old Jairaj of the present.
The young Jairaj of the past also plays Viswas of the present.
The Young Ratna of the past also plays Lata of the present.
Finally, there is old Ratna of the present, who has a single role to play.
By this innovative method of role-switching, the past and the present
are tied together with the same actors.

The roles here are played by only four characters but in real life too we
have to play many roles. A single person plays a role of father, son, son-
in-law, uncle, brother and so on. So unintentionally a man practices the
discriminatory role in his life which hurts the people around him.
Mahesh Dattani gives much importance to this role switching and
expects that this is adhered to carefully as it is vital to the structure of
the play.

While concentrating on the family unit and human relationships,
Dattani bravely experiments with the techniques of presentation. He
often uses split-scenes, hidden rooms and many other innovations. In
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Dance Like a Man, Dattani makes use of the flashback technique and
the split-scene device. When specified in the script the rear pane is slid
to reveal a garden. The garden represents the past and the events of the
past life invariably take place in the garden. As opposed to this, the
living room in the house represents the present. All events pertaining to
the present take place here. Thus the split-scene is a convenient device
to move the action between the present and the past.

The elements of humour through irony, wit and sarcasm used in Mahesh
Dattani’s Dance Like A Man are small but unmissable. They act as a
relief from the heavy sentiments of gender bias, filial and spousal
battles and inter-generational conflicts that are main aspects of the play.
To be able to create a work of writing that addresses larger, more
serious issues in the larger picture, and yet being able to fill in small
moments of humour and irony into the narrative, to keep the balance of
emotions for the audience, shows the true talent of Dattani’s craft as a
playwright.

Conclusion

Individual is as much a part of his own inner conscience, as much as he
is a part of a defined social code. The perpetual clash of human motives
with the tradition of family, prejudice of society and the code of culture
constitute the dramatic structure of the play. Dance Like a Man is a play
that does not present the character as pure White or Black but it shows
their different shades in all possibilities. Usually women become
victims or suffer due to the patriarchal culture. But this play focuses on
the plight of a male who tries to break the conventional roles allotted to
his gender by the society. In this process, he loses his identity as an
artist in society. Jairaj’s dreams are shattered as his father considers that
Bhartanatyam is an effeminate thing that belongs to female gender. A
man practicing the dance is entirely unacceptable for the people of the
society. His father, being a spokesperson of the society fears that his
son would lose his identity as a male. Jairaj cannot accept that he has
lost his individuality as an artist, but he comprehends his own self at the
end of the play and his self-discovery brings a revelation of the essence
of the art which has nothing to do with the practitioner being either male
or female. The play poses fundamental questions and presents the actors
with the best of their talents. It demands the answer whether the world
is progressive in the real sense or we are still in search of that utopian
era where no dance form is actually attached to any gender of the dancer
but considered as a pure form of Art.
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Abstract

Folk music is an integral part of various traditions and cultures around
the world as well in different states of India. India is a vast country with
diverse traditions and art forms. The Oral Tradition of transmitting the
knowledge since ages has played an immense role in preserving our
various arts form. Gujarat has a rich tradition of folk music. In this
research paper the researcher intends to give a brief overview of folk
music traditions of Gujarat.

Introduction

Gujarat draws its name from the ‘Gurjara’who were the rulers of this
particular region. The state of Gujarat was formed in the year 1960 as a
result of division of Bombay state in to two different states’ of
Mabharashtra and Gujarat. The state language of Gujarat is ‘Gujarati’.
Gujrat also derives its name from ‘Gujjar Rashtra ‘. Gujarati culture
consists of rich traditions, beliefs, customs, arts and values. Gujarat
state is famous for its unique dance styles, festivals, folk music and
cuisine. It is said that Legendary musicians ‘Baiju Banwara’ and ‘Tana
Riri ‘belonged to Gujarat. Pure form of folk music of ‘Charans ‘and
‘Gadhavis’ is still prevalent in Gujarat. Gujarat is famous for its folk
instruments as well. Various festivals and fairs are celebrated with great
enthusiasm.

Folk Songs of Gujarat

There are many types of folk songs in Gujarat which are sung at the
various occasions. Among these some important types are Prabhatiya
by Narsinh Mehata, Dhol, Bhajan, Sant Vani, marasiya, lagngeet,
Garba, katha geet, goyarma geet, sheri geet, jodaknaa, ritu geet, shourya
geet, chhand, duha, soratha and other songs which sung by the tribal.
Garba songs are very important integral part of tradition and culture of
Gujarat. These songs are sung during nine days long Navratri festival
along with the traditional world famous Garba Dance. The main theme
of these song consists of devotions towards devi Ambika and Mahakali.
Some songs also describe the love between Radha and lord Krishna.
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Folk Dances of Gujarat

Folk dances of Gujarat include famous dance forms like Garba ,
dandiya, bhavai, Tippini , Hudo among others these dance forms are
very energetic, colorful and soulful they reflect the true vibrant culture
of Gujarat.

‘Maniaro’raaas is a dance mainly performed by ‘Mer’ community
which is a warrior community. These dance depicts the movement of
swords in the battle field.”’Kanbi Raas’ is a dance which belongs to
farmers of Jamnagar district. Kanbi in Gujarati local dialect means
“farmer”. This popular dance showcases hardworking, toiling farmers
and their day to day life. ‘Hudo’ is the dance performed by ‘Bharwad’
community of Gujarat. In ‘Matki’ Dance the tribal women carry earthen
pots on head and perform with a balancing act. ‘Tippani’ is a dance
from coastal region of saurashtra. The women from ‘Koli” community
are engaged in the laborious task of making the floor and ceiling of
houses by stamping the surface with the tool “Tippani. To reduce the
monotony of the hard work, women sing and dance with the ‘Tippani’
with a particular thythm. This is depicted in “Tippani” dance.

Folk Music Instruments of Gujarat

There are many types of musical instruments used during folk music
performances in Gujarat. ‘Sundari’ is afamily instrument of ‘Langa’
community of Kachchh. It is a double reed wind instrument having
seven to eight holes. ‘Bhorindo’ is a very ancient and antique
instrument it is popular among young who play it while grazing the
cattle. ‘Jodiya Pava’ is a pair of two flutes community while of the same
size and length. Generally, both flutes are played together. One flute is
called ‘Nar’ the male and other is called ‘Madi’ the female. ‘surando’
is a very ancient stringed instrument which is played with the help of
the bow. ‘Morchangh’ is made of brass or iron. This instrument is
played by shepherd community while grazing cattle. The ‘Nagfani ‘is
a wavy pipe instrument made of brass or bronze.

Other instrument used in the folk music tradition of Gujarat are
‘kani’,’Dak’, ‘Dholak’, ‘Duff’,’Damaru’, flute, ‘Ghado, manjira’, and
‘Nagara’.

Folk Theatre of Gujarat

Folk theater of Gujarat is a composite art form which includes elements
from music, dance, epics, religion, festivals etc. it provides
entertainment and also act as a mode of communication with the village
people since ages. Folk theatre has been used to propagate critical
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social, political and cultural issues in the form of theoretical messages
to create awareness among the people.it has capacity to appeal the
masses directly.

Some forms of folk theatre are still prevalent in Gujarat and performed
on special occasions. ‘Bhavai’ is a form of folk theatre that is popular
in Gujarat. The ‘Bhavai’ is based on various themes and topics.
‘Bhavai’ performances were staged in open grounds in front of farmers
and all other community audiences. ‘‘Akhayana’ was a traditional
musical theatre as well as medieval genre of Gujarat poetry. ‘Akhayana’
are mostly stories of kings or holy men that have formed the basis of
epics and ‘Puranas’. The narrator or professional story teller who
recited ‘Akhyana’ were called ‘Manabhatt’ or ‘Gagariabhatt’

Conclusion

Folk music traditions are an important part of our culture. Different
traditions of folk music came into existence since ancient times. The
state of Gujarat has a rich tradition of folk music. The knowledge of
this folk traditions was passed from generation to generations. This
reflects the importance of oral tradition in preserving our different art
forms, rich culture and values. Frequent performances and exhibitions
of these folk traditions will play an important role in passing valuable
knowledge to future generations.
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“Jana Gana Mana Adhinayaka Jaya hey
Bharata Vagyabidhata.......
... Jaya hey, Jaya hey, Jaya hey
Jaya Jaya Jaya Jaya hey”

Yes, this is the national anthem of India, written and composed by the
great Poet, singer-songwriter Rabindranath Tagore and We all know
that but the matter is, how a composition from Bengal reached to every
person of Great India where people are of different languages though
their official Language is Hindi. For any example of Oral Tradition,
National Anthem is a must thing otherwise it wouldn’t be considered as
national anthem. So here we are going to describe about how
Rabindrasangeet reflects Oral Tradition of India. Oral Tradition is a
method by which the knowledge of any sector like Art, Ideas and
Philosophy, Cultural Phenomenon etc. passes through Voice, accepted
and stored by generation. It is considered as the first and till now the
widespread medium of human communication. In Music specially in
Indian Music, Oral Tradition denotes the mode of circulating musical
skills, knowledge and style through verbal teaching, performance and
Presentation. It also represents the transmission of Strategy and
Techniques of Performance (Gayaki), Tune of songs and Lyrics (mostly
Prose or poetry). In Hindustani Classical Music and Carnatic music
style, ‘Guru-Shishya parampara’ reflects the oral tradition by which the
style, the way of learning transmitted ' ' g

generation wise and eventually it’s
called the foundation of this style.
Rabindrasangeet is also not an
exception but a new addition in
Hindustani musical form where
Gurudev combined his knowledge and
essence of Hindustani classical music
with  Western (mostly European)

Rabindranath (rlght) singing
with Abanindranath Tagore.
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musical style as well as other folk based musical forms from Bengal
and all other India.

The great Composer, Playwright and Poet Rabindranath Tagore was
born in 1861 in a Royal Family named ‘Thakur Bari’ which was
considered as the cultural hub of Bengal having three hundred years of
history at Bengal Renaissance time. All the family members like
Sattyendranath Tagore, Jotirindranath Tagore etc. were involved in
learning and practicing Hindustani classical music, religious literature
and many other eastern and western branches of Fine arts and
performing arts.There were appointed Gurus Like Pt. Bishnu
Chakrabarty, Pt. Jadunath Bhattyacharya of Bishnupur Gharana to
teach Hindustani music to the family members. For being a house of
practicing Art and Culture, Thakur Bari had a great connection and
communication with Artists, Scholars, Instrumentalist, Painters,
Sculptors and many knowledgeable personalities Like Upendrakishor
Roy Chowdhury, Sourindra Mohun Tagore, Kshetramohan Goswami
(the inventor of Modern notation System). Gurudev’s father, the master
of the family, Debendranath Tagore was a religious reformer and
activist of Brahmo Samaj from where he was titled by ‘Maharshi’. He
was the founder of ‘Brahmoism’” and great enthusiast of art- culture and
spirituality. So, there were practice of composing and performing
‘Brahmo Sangeet’ among the family members with the melody of
various Raag-Raaginis of North Indian classical music. As all Gurus of
Thakur Bari belonged to Bishnupur Gharana which follows Dhrupad
tradition of Hindustani Music, the style of singing and composing songs
in Thakur Bari was mostly Dhrupadi. It proves that, the ambience and
practice of music in Thakur Bari surely go along with Oral Tradition.

Rabindranath Tagore was growing up o - T T
in that sort of family Environment. 2
From Bishnu Chakrabarty he had his
commencement of learning music in a
very gaiety way in his own mother
tongue. Those lyrics was so rhythmic

and full of silliness that as a child he A,
could also easily connect and learn the Rabindranath Tagore as a
melody. In his words- teacher

“The songs that Bishnu taught us at

the very beginning would be strictly refused to be touched by any
renowned or anonymous Ustad of today. Those were at the very
bottom of village Rhymes ............... He understood that Silliness
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is a very own thing of a Child....... Those rhythms don’t care about
the language of Tabla rather it directly enters in brain .............
Learning of Gimmick from mother’s rhyme recitations and songs
from those silly rhymes was an experimentation on us” [1]

So, from Gurudev’s early life, learning music and receiving the
knowledge of literature purely reflects the base of oral traditional flow.
As he wasn’t much enthusiastic in any kind of disciplinary training, he
couldn’t learn much to become an Artist whom we call Ustad in
Hindustani Music. But by time, whatever he learned in music or in any
kind of Arts, he always listened to his heart. He mentioned it in his
many writings like Sangeet Chinta, Jivansmiriti etc. But the essence of
those oral teaching and the ambience of Hindustani classical music
remains intact in his creations. That knowledge inspired him to
compose his song from the very early stage of his life. In his words-

“I get my inspiration from Hindustani Classical music, those who
don’t know about it doesn’t have the knowledge of Hindustani
music”. [2]

“Gaganer Thale Robi Chandra Deepak Jawle” considered as the first
composed song of Rabindranath Tagore at the age of 11. Basically, it is
the translation of the first section of a Bhajan composed by Guru Nanak
which was listened by Gurudev when he visited the Golden temple at
Amritsar with his father Debendranath Tagore. Even he wrote and
composed twenty-two songs in Brajabuli language between the age of
sixteen to twenty-four which was compiled and published as
‘Bhanusingho Thakurer Padabali’. He was attracted to the poems
written in Maithili language and got the inspiration to write like a
‘Padakarta’, poet of ancient bengal such as VidyaPati, Govinda Das etc.
Those compositions also clearly reflect the oral learning he had in his
childhood.

Rabindranath Tagore traveled many countries over the world as well as
many states of India. He was a great enthusiast of knowledge and music.
As a result, we got his immoral creations of over two thousand songs
where we notice the style of Kheyal, Thungri, Tappa, Tarana, Bhajan
as well as Kirtan, Baul along with many Folk and classical tradition of
Eastern and Western music.As it was the period of British reign , a lot
of changes happened in education system. Education system became
more institutional based and more writing based. In 1871 the first
formal music school of India was established in Kolkata and
Kshetramohan Goswami invented Dadamatrik Swaralipi (notation
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system) a modern technique of writing music to read, learn and
play/sing music from book. Beside oral training, teaching, learning
music from book increased at that time. As Kshetramohan Goswami
had a real good connection with Thakur Bari, Rabindranath Tagore also
applied notation system to preserve his compositions. In Santinikatan,
there were a bunch of Bengali musical geniuses like Dinendranath
Tagore, Anaw\adikumar Dastidar, Shailajaranjan Majumder, Shantidev
Ghosh even Tagore himself too were among the notation writers of
Gurudev’s compositions in Akarmatrik notation system. Santiniketan is
a place in West Bengal named by Maharshi Debendranath Tagore
where he used to practice Brahmacharya. In 1901, Rabindranath started
a Brahmacharya Ashrama there, which was later in 1920 came in the
form of a university named Visva- Bharati. To write notation of a song,
Gurudev always followed oral system. Immediately after composing a
song, he used to call his disciples to learn it from Gurudev as he might
forget the tune later. In a conversation with Jyotindranath Tagore, he
confessed about it stating-

“My problem is, I forget everything of it after composing a song.
So, If Dinu (Dinendranath Tagore) is nearer, | can easily forget the
tune after teaching him.” [3]

So, with the reference above we can surely conclude that to preserve
his compositions Rabindranath Tagore always took the help of oral or
verbal system. Not only by Guru Shishya parampara, oral tradition also
reserves the rarest art forms and cultures by transmitting it orally to
people across the Globe. ‘Geetabitan’ a book of songs by Kaviguru
where he arranged almost all of his songs in poetic order or division
like Puja, Prem, Swadesh, Prakriti, Vichitra and Anushthanik. Here are
some selected Rabindrasangeet from different divisions of Geetabitan
where we can see the reflection of transmission in Style. Later we get a
compilation of that kind songs as ‘Bhanga Gaan’.

1. ‘Shunno haate Phiri hey’ a devotional song of Puja division in
Dhrupad style on Kaafi raaga and SurfaankTaal which was derived
from a Dhrupad Bandish ‘Ruma Jhuma Barakhe’ by Ranganath the
pen name of Jadhunath Bhattacharya.

2. ‘Jaage Natho Jochonaraate’ another devotional song of Puja
division on Raag Bihag in Dhamar Style which tune was derived
from Bandish ‘Aaju Raang Khelaata Hari’ by Adarang, the pen
name of Maestro Feroze Khan of Hindustani music.
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3. ‘Mono Jaago MongoloLokey’ a song on Raag Bhairavi derived
from a famous Kheyal Bandish ‘Jago Mohana Pyaare” in Tintaal.
That Bandish was published by Pt. Vishnu narayan Bhaatkhande
in the book ‘Hindustani Sangeet Paddhati’.

4. ‘E Porobashey Robe Ke’ a song in Tappa style in raag Kaafi-
Shindh of Taal- Madhyaman. Its tune was derived from a Panjabi
Tappa ‘Wa Miyabejanewale’ by Shori Miyan.

5. ‘Sukhohin Nishidin Poradhin Hoye” a song transformed from
melody of a Dhrupad Taarana ‘Daradeem Daradeem Daradeem
dara’ by Manarang (Bhupat Khan), son of Sadarang (Naimat
Khan).

6. ‘Amar Shonar Bangla’ a song of Swadesh division was composed
in taal Dadra from the melody of a Bengal Folk song ‘Ami Kothai
Pabo Taare’ by Gagan Harkara. Later first ten lines of it selected
as the National Anthem of Bangladesh.

7.  ‘Bashonti Hey Bhubonomohini’ a song from the division Prakriti
in Taal Kaharwa was composed by the inspiration from a Carnatic
Song ‘Minakshyi Me Mudamdehi’ by Muthuswami Dixit. That
song was originally composed in south Indian Raaga ‘Purvya
Kalyan’ and Aadi Taal.

8. ‘Purano Shei Diner Kotha’ is a song from the division ‘Prem o
Prakriti’ derived from the melody of Scotish Folk song ‘Auld Lang
Syne’.It was originally written by the national poet of Scotland
Robert Burns.

Apart from the discussion above Rabindrasangeet itself flourished and
stored by following Oral tradition. Pioneer Artists and Teachers who
learned Rabindrasangeet from Gurudev orally and follow the notation
system are considered as the authentic source to learn and preserve
Rabindrasangeet. Although we belong to a post-modern era now,
having the benefits of technology to listen, learn and present music and
other Art forms globally, still the Oral tradition would be considered as
the purest system. Rabindrasangeet is a new design in Hindustani
Classical Music which has its individuality to connect with peoples’
emotion and the knowledge of music. Hence, to preserve and to transmit
the Purity, Spirituality and style of singing Rabindrasangeet we
definitely have to follow the Oral Tradition of India.

Endnotes:
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Contribution of India’s First Lady Tabla Player in the Field
of Music

Dr. Chirag Solanki — Assistant Professor
Children’s University,
Gandhinagar.

Abstract

Since ancient times, the contribution of women in the development and growth
of Indian culture and values is seen in each and every field. Even music has not
remained deprived of it. The tradition of Gharanas in the field of gayan, vadan
and nrutya came into existence in the 18"
century and was invariably established in the
19 century leading to the emergence of various
gharanedaar artists and gurus. This article is
based on a revolutionary lady who not only
made her own identity but did so in a field where
women had never stepped in. One such lady who
has specifically contributed to the field of music
is Dr.Aban Mistry - India’s First Female Tabla
Player. She adopted the male-dominant field of
Tabla and has achieved greater heights. She
faced many ups and downs to achieve success in
this field. In her journey of music, she made her
own identity in the male dominant field of Tabla,
as the first female Tabla player and achieved greater success worldwide. There
were quite a few writers, after independence, including Dr.Aban Mistry who
contributed in the field of music through their books. Dr.Aban stood out from
the rest because along with penning books she also did research work on various
subjects of Tabla and Pakhawaj (ancient percussion instruments of India).
Dr.Aban Mistry dedicated her whole life to the field of music by doing research,
performance, writing books, articles and promoting and propagating Indian
classical music. This article is a small attempt to highlight her contributions in
the field of Music as a Performing Artist, Exceptional Guru, Academician,
Composer, Researcher etc.

Keywords:Gayan-Vadan, Music, Culture, Research, Guru, Composer.
Introduction

Today the whole world has become very limited in terms of accessibility. In
this age of globalization, life of people has become very easy as they have
everything easily available at their doorsteps. Due to globalization all the
countries of the world are sharing their expertise in each and every field, as a
part of cultural globalization; Music also exists in each and every corner of the
world. Today it has become easy to listen to music of any region or country in
any part of the world as it is available on the fingertips, people staying in Africa
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can listen to Indian music easily and vice-versa. Thus, cultural globalization has
shortened the boundaries and brought all kind of music of different countries
and region closer to each other.

When we talk about music, our Indian music whether it is folk, Indian classical
music, semi-classical or Bollywood music etc. all these types of music come
under the branch of cultural globalization. Today concerts of Indian music are
happening all over the world, artists from India get opportunity to present their
talent on international level spreading the values of Indian music globally.
Indian music is such which not only makes people dance but it touches the heart
and feelings of people and so it is believed that Indian music is one of the best
and greatest music of the world. This music is full of different types of Ragas
and Taals, the melodies which are composed from the combinations of different
notes of ragas produces some particular type of human emotion and there are
also number of rhythmic patterns in different time cycles which cannot be found
in any other type of music.

Amongst all different branches of Indian classical music, Tabla is one of the
branches which is difficult as it cannot be learnt by just listening or watching.
Any kind of Indian classical instrument is not easy to learn, one needs proper
knowledgeable Teacher (Guru) who can teach proper techniques, style of
playingof the particular instrument and principles of riaz (practice). All great
Maestros believe that it takes 10 years of intensive training with regular practice
of at least 4 to 6 hours a day to achieve a superior position in the field and that
is why Indian music is found to be one of the most difficult music as compared
to the other music. In spite of that, today because of Globalization, Indian music
almost exists in each and every corner of the world and people who are fond of
music, appreciate and learn our Indian classical music.

In Indian music especially Tabla is an art form which is somehow related to the
subjects of maths, science, aesthetics, physics etc. For example: - When a Tabla
artist presents or plays any bandish (composition) then he has to be aware about
the technical aspects of playing tabla. He should know the actual beauty of the
composition (aesthetical value) and should also have thorough knowledge of
sound production (Physics). To become a good Tabla player it requires both
physical as well as mental fitness as Tabla as a wholeis based on mathematics,
there are number of different time cycles (which are known as Taals in Indian
Classical Music ) and in numerous compositions in different time cycles and
their variations includes the calculation like'2 matra, s matra,1 matra etc. so a
person requires both physical as well as mental ability to do this type of physical
hard work(practice) and understand difficult mathematical calculations which
is one of the important aspect of Tabla. In this kind of art form, to build a career
and to achieve a superior position is not an easy task, Here we are discussing
about India’s First Lady Tabla Player Dr.Aban Mistry, her life and her
contribution to the music world. She has served Indian Classical Music in
many different ways such as:
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1) AsaPerforming Artist

2) Research & Publications

3) AsaGuru

4)  Asan Academician

5) Asa Composer

6) AsaFounder of Swar Sadhana Samiti (Mumbai)

1) AsaPerforming Artiste:
The best art seeker shapes his talent through his art and skills and helps his
audience to experience it. A specific thinking and giving a unique shape to the
art through his/her talent is a sign of true talented artist. It is only with one’s
self dedication, punctuality, and hunger of seeking will help him to become a
great artist. One needs self-efficiency, motivation and a mentor’s guidance to
became the best seeker and be able to call themselves an artist which will help
them to achieve success in the course of time, this process in universal.
Dr.Aban Mistry whose work, whose thoughts, whose behaviour, whose daily
routine and the rituals were wholly dedicated to music and Tabla. To write
about her as a performing artist is like showing a lamp to the sun. In the world
of music it is very important for us to study and know about such great
personality who dedicated whole life only and only for the sake of Indian
Classical Music. There is no university left from the blessing of her Lecture-
Demos and her performances. Her performances have also been telecasted on
radio and channels like “Doordarshan” which is easily accessible and reaches
widely. To explain the laya of the composition, appreciating the aesthetical
aspect of it, informing about the composer of the Bandish before presenting it
and graceful recitation (padhant) of the compositions was her unique style of
presentation while she performed. Apart from this she also had a great
command on the complex layakaris which shows that she had mastered all the
difficult aspects like laykaris, padhant and playing techniques through penance-
Tapasaya. There is a unique way in her presenting and playing and it can be
seen in all her performances. Dr. Aban Misty has almost performed in each and
every major music festivals of
India and abroad. List of which is present here.

List of Prestigious Music Festival where Dr.Aban Mistry performed.
1. Saptak Music Festival — Ahmedabad
Pt. Vishnu Digambar Paluskar Sangeet Sammelan — Agra
Sankat Mochan Music Festival — Varanasi
Pt. Omkarnath Sangeet Sammelan - Ahmedabad
Taal Vadhya Sangeet Sammelan — Patna
Sangeet Sankalp Akhil Bhartiya Adhiveshan — Raipur
Sadarang and Jankar Sangeet Sammelan — Kolkata
Bharat Bhavan Sangeet Sammelan — Bhopal
Sur Singar Sansad — Mumbai
Swar Sadhnotsav — Mumbai
Mehfil Sangeet Sammelan — Nagpur
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12. Bhairav se Sohni Mahila Sangeet Sammelan — New Delhi
13. Amravati Kalatmak Mandali — Amravati

14. Savai Gandharva Sangeet Sammelan — Pune

15. Sangeet Saurabh Sammelan - Rajkot

16. Sangeet Sankalp Sammelan — Allahabad

17. Bharat Mohotsav — Soviet (Russia) 1988

18. Bhaskar Buwa Bakhle Conference and Kala Darpan —
Chandigadh

e Statement of Dr.Aban Mistry about her own performance:“Maa
has been holding me in her arms like a mother holding a helpless
baby. Yes! When | am deeply engrossed in my sangeet, | feel her
presence as though she is standing right beside me on the stage where
I am performing and | am nobody and nothing without her
blessings.®

e Some of the Pictures of Abanji’s Performance.

Dr.Aban Mistry presenting solo at
prestigious ‘Sankat Mochan Festival’-
Varanasi.

t |

Stres Exhibltion, Festival of India
Moscow 1288

Dr.Aban Mistry performed at Moscow in
Stree Exibition, Festival of India.

2) Research and Publications:
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Dr.Aban in her musical journey, had experienced many new dimensions and as
a result she registered herself for PhD at Gandharva Mahavidhyalaya. Apart
from this, she also felt the need to research on Tabla and Pakhawaj, following
which she started her research with great dedication and faith, divulging
detailed information regarding the Gharanas of Tabla and Pakhawaj to the
entire music fraternity. For her research she interviewed many traditional and
gharanedar artists of Tabla and Pakhawaj from all over India. She went to
various cities, districts and villages to collect data for her work. To complete
her work, she lived like a forest dweller for approximately twelve years, so that
she could serve and devote herself completely to music. Her pledge and
devotion gave a remarkable gift which was like an ‘Amrit Kalash’ in the form
of her book to the entire music fraternity.

In Indian Music we possess the tradition of treatises since ancient times. Our
age-old musicologists have done research on practical and theoretical aspects
of music and written invaluable treatise on music. After many centuries, few of
our musicologists have shown us new directions through research. Similarly, in
the field of Tabla and Pakhawaj, the process of development done by Dr.Aban
Muistry through her research work is unparalleled and incomparable.

Natyashastra is said to be the fifth veda. Through details of the various
disciplines of sangeet, nrutya and naatya are described in Natyashastra. Today
on the basis of Natyashastra, Gayan-Vadan- Nrutya are prevailing. Similarly,
Abanji did research work on Gharanas of Tabla and Pakhawaj and history of
Tabla. Her research work became so popular that today there is no scope of
doing research on the topic of Gharana. The whole music fraternity considers
this research work of Abanji as a milestone, so much so that it is believe
impossible to start research work in the field of Tabla and Pakhawaj without
referring to the research work done by Abanji. This research work of Abanji is
kept as a reference book in all the universities, schools and colleges of India.

Abanji submitted her thesis for doctorate degree on the topic of "Tabla aur
Pakhawaj ke Gharane, Udbhav, Vikas, Visheshtaevum Parampara" (historical
and practical approach) at Gandharva Mahavidhyalay Mandal on 27% July 1980
on the day of guru purnima under the guidance of Prof. V.R.Athavale and in
1984, she was honoured with the doctorate degree.

When Abanji published her research work in the form of a book in 1984, she
added more information to the topic of Gharana to what was mentioned in her
research work. That is, after completing her research work in 1980 she still
continued her research which resulted in her finding a sculpture of Tabla in a
cave named Bhaja, which she believed to be ancestral and she was hopeful in
proving Tabla to be an Indian instrument. @
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This revolutionary finding of
Abanji led to a new stage in the field
of Tabla. Taking inspiration from
her, many researchers started doing
research work on many different
topics of Tabla like history,
Gharana, traditions of Tabla etc.
Abanji discovered the sculpture of
Tabla in Bhaja cave after 1980,
because there is no mention of
sculpture of Bhaja in her thesis.
Thus, it proves her commitment on continuing work on her research.

Books written by Dr.Aban Mistry:

ndian

classical music

an unswng cantribi

.ibd

Pakhawaj & Tﬁblu

HISTORY, SCHOOLS AND TRADITIONS

D0 Aban E. Mistry

D8 A3AN £ WSTRY &

Other than this Dr.Aban was writing a series of article named “NAAD
BRAHMA” in Mumbai Samachar Saptahiki in which more than 50 articles are
available on different musical topics which is written Dr.Aban Mistry. Also she
has published numerous articles in various musical journals so far.

3) Asa GURU

Out of 64 different branches of Art, 5 branches are of fine arts (lalit kala). These
5 supreme branches are enough in themselves to establish the tradition of Guru-
Shishya. The source or beginning of any artists is his Guru, while the students
are his flux,it means that an artist earns his reputation and fame in the form of
both Guru and & Shishya. But the researcher believes that, in addition to being
a steady student, a guru and a patron of music, Dr.Aban was renowned for being
a great scholar. Today we do not find these qualities in all the artists. Some
artists are either gurus or they are patrons or great scholar but very few
musicians are there who possess all the three dimensions i.e. guru-shishya,
patron & scholar. There are many disparities in this also. Many artists left the
field mid-way, while many limited themselves to suit their requirements only,
but Dr.Aban selflessly taught music to all her students for free and in addition
to that she did not distinguish her students on the basis of caste and religion.
This was her true Guru-Shishya parampara.
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Her students include Sapal Jijina, Aadil Mistry, Marjban Kere, Suresh
Singhade, Nilesh Singhade, Vidhya Parab, YatinPimpale, Mandar Pimpale,
Aadarsh Avdhani, Sangeeta Rao, Sarika Puntabehkar, and Prof.Gaurang
Bhavsar etc. who are her main disciples. Apart from them she also has disciples
at various places which she visited regularly like Kolhapur, Dharwad, Rajkot,
Goa, Chandigadh, Allahabad, Amravti, Hubli, Sangli, Satara, Nashik, Solahpur
etc. There were disciples who took vocal training from her which includes
Shrimati Aban Panthaki, Homay Panthaki, Rupa Sethna, Nirmal Bhatt, Vidhya
Parab, Madhukanta Shah.

Picture of Dr. Aban Mistry teaching her students.

4) As an Academician

It seems that Dr.Aban started her writing work around 1972, when she began
her research. In 1984 she received her doctorate degree and along with that her
research work was also published in the form of book, thus establishing herself
as an academician. Her research work gained so much popularity and
prominence in the music world that universities and musical institutes started
holding her lecture demonstrations of which the researcher has a long list which
will be discussed later on. She has been a member in various committees like
Board of Studies Member, Selection committee member, Syllabus Committee
Member and cultural reforms committee member of all the universities of India
and worked as an academician for all these committees. It is very surprising that
Dr.Aban was not a lecturer in any of the college or universities but still she was
assigned as an academician in many universities and she would think about the
development of music and perform her work positively.

UGC has made it compulsory for the teachers of the universities to take an
orientation and refresher course for increasing their teaching ability. Usually in
these orientation and refresher courses, the professors of universities were
assigned as resource person, but Dr.Aban was exception, she taught the teachers
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of universities at the orientation and refresher courses as a performer and
academician.

List of the Universities where Dr. Aban Mistry worked as a subject expert,

selection expert, examiner etc.

Allahabad University (Dept. Of Music)- Allahabad

Aligadh Muslim University (Dept. Of Music)- Aligadh

Avdesh Pratap Singh University (Dept. Of Music)- Riva

Bihar University (Dept. Of Music)

Banaras Hindu University (Dept. Of Music, Faculty of Performing

Arts)- Varanasi

Barakatullah University (Dept. Of Music)- Bhopal

Bhatkhande Music Deemed University (Dept. Of Music)- Lucknow

Banasthali Vidhyapith (Dept. Of Music)- Banasthali

. Mumbai University (Dept. Of Music)- Mumbai

0. Devi Ahalya University (Dept. Of Music)- Indore

1. Dr. Bhimrao Ambedkar Marathwada University (Dept. Of Music)-

Aurangabad

12. Guru Nanakdev University- Amritsar

13. Himachal Pradesh University- Shimla

14. Indira Kala Sangeet University - Khairagadh

15. Jiwaji University - Gwalior

16. Karanatka University - Dharwad

17. Kamaun University- Nainital

18. Lalit Narayan Mithila University - Darbhanga.

19. The Maharaja Sayajirao University of Baroda (Faculty of Performing
Arts) -Vadodara

20. MaharshiDayanand University- Rohtak

21. Punjab University- Chandigadh

22. Ravindrabharti- Kolkata

23. Raja Mansingh Tomar Music And Art University- Gwalior

24. SNDT College (Faculty of Performing Arts) - Mumbai

25. Saurashtra University (Faculty of Performing Arts)- Rajkot

26. Akhil Bhartiya Gandharawa Mahavidhyalay Mandal- Mumbai

27. Prayag Sangeet Samiti- Allahabad

28. Goa University- Panji

agrwnE

5) As a Composer (Self-Creation)

The field of fine arts (Lalit Kala) comes under the category of innovations and
creation. Our scholars have explained fine arts (Lalit Kala) as innovative and
everyday art form. In addition to the influence of the artist, if his/her
performance or creation is also influenced by the place, culture, tradition and
history then such an art form falls under the fine arts (Lalit Kala) category. This
fact is accepted universally by all the artists of music. Thus, when we listen,
see, sing or play any composition we immediately come to know that the
composition belongs to which Gharana.

237



iee gvgeT ISBN: 978-81-956774-3-6

Dr.Aban possessed all the innovative qualities and has almost performed in all
the well-known taals but odd matras were always her first choice. When she
plays solo in time cycles like Teentaal, Ektaal etc, she gave more importance to
traditional compositions. The researcher feels that even though she presents
traditional composition, her padhant always reflects to a new thought. When
she performs in odd time cycles like 15 matras, 11 matras, 17 matras, 18 matras
etc. she always presents her own creations. The researcher has listened to many
of Abanji’s recordings in which she has played Tishra Jaati Peshkar in all the
taals. In some she has played Mishra Jaati Peshkar which is her own creation.
Apart from this Dr. Aban mistry has played Stuti-Paran in all the taals which
too is her own creation. Another thing is that she welcomed the creative
compositions of other Gharanas and presented the same in her performance
which also reflects her creative thoughts. In this way, after a comprehensive
study of Dr. Aban’s personality, we come to know that along with being a
traditional person, her work and thought process contained innovative and
creative ideas.

6) Founder of Swar Sadhana Samiti (Mumbai)

Dr. Aban Mistry’s most admirable and unparalleled work is establishing the
Swar Sadhna Samiti under the guidance of her guru Pt. Keki S. Jijina. The main
aim of this Samiti is propagation, promotion and expansion of music. The
activities of Swar Sadhna Samiti is to organize music conferences,
competitions, monthly programs, bal sammelan, kishor sammelan, Swar
Sadhna Ratna award ceremony, which are all held till date without fail. Dr.
Abanji and her guru Pt. Keki Jijina are not with us anymore but their principles
encourage the personnel of Swar Sadhna Samiti continuously even today and is
a source of inspiration for carrying out the activities of the Samiti.

The salient feature of Swar Sadhna Samiti that calls for attention is its
commendable All India Annual Music and Dance Competition held every year
in January since last 63 years. Spread over two consecutive weekends, it invites
young talent to participate in the competitions which includes vocal,
instrumental and various dance forms. Special judges are invited from the
length and breadth of the country to judge these competitions judiciously. These
items are held in different categories among diverse age-groups. Trophies,
prizes, awards and certificates are announced to the winners who are later on
given opportunities to perform on the Samiti's famous stage. Likewise,
scholarships are offered to the deserving candidates.

The other striking feature of Swar Sadhna Samiti is holding competitions for
little kids, and those kids who stand first and second in the competition are
given platform every year to perform in the bal sammelan held every year. For
this program, cards are printed and provided with an outline of whole program.
Besides that, a musical gathering is held every month where upcoming artists
from across the country are invited to perform. A record of 731 monthly
concerts till date over the past 63 years, weaving into them periodically, Bal,
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Kishor and Annual Sangeet Sammelans. These concerts are free for the
audience. The Samiti's established popularity has now culminated into a long
waiting list of artistes and the performances of the artists are planned prior in
advance. As many as thousand invitations are posted every month along with
press handouts for maximum publicity to the artistes. The Swar Sadhna Samiti
also organizes the Annual Sangeet Sammelan aptly named
'SWARSADHNOTSAV" where the fortunate winners of the competitions are
invited to receive their trophies and prizes, thus giving them due exposure to
the vast audience. This year the Samiti ushers in with great pride its 58™
SWARSADHNOTSAYV 2023. Here, renowned maestros and artistes from all
over India meet under the common canopy of Swar Sadhna Samiti to display
their talent. The highlight of this annual sammelan is conferring the Swar
Sadhna Ratna awards on distinguished personalities who have contributed in
the field of fine Arts. They include great maestros, musicologists, dramatists,
gurus, music critics, journalists and all great personalities who have contributed
in their respective fields. The felicitations are done in grand style befitting these
personalities.

Till January 2023 Swar Sadhna Samiti has organized 42" Annual Kishor
Sammelan, 43 Annual Bal Sammelan, 55" All India Music and Dance
Competition, 54 Annual Sangeet Sammelan — SWARSADHNOTSAYV and
7315 Monthly Programme and the legacy will be continued by the members of
Swar Sadhna Samiti.®®

Glimpse of Concerts organized by Swar Sadhana Samiti
T

i ‘&‘ ‘ \
n ’ A boyish looking Ut. Zakir Hussain

have graced the stage of Swar
Sadhna Samiti from very beginning

Pt. Arvind Parikh performing
at Swarsadhnotsav
accompanied by Pt. Yogesh
Samsi.
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‘w'or,smv . Smt. Ashwini Bhide Deshpande
i ) [ 4 performing at Swarsadhnotsav.
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Ot Smt. Zarin Daruwala performing
at Swarsadhnotsav accompanied by

Pt. Nayan Ghosh

Jugalbandi of Shri Manas Kumar
(violin) and Shri Ashwin
Shrinivasan (flute) at 54™ Annual
Sammelan accompanied by Pt.
Omkar Gulvady.

References:

1. Jam-e-Jamshed/ 15-08-1999/Ruby Lilaowala.

2. Mistry Aban/ Thesis - "Tabla aur Pakhawaj ke Gharane, Udhbhav, Vikas,
Vishehshta evum Parampara”/ Index.

3. Annual Souvenir of Swarsadhnotsav published by Swar Sadhna Samiti
Mumbai - 2023.

240



iee gvgeT ISBN: 978-81-956774-3-6

Wisdom from Ages: Panchatantra an Oral Tradition
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Abstract

Wisdom is the key to living a richer, happier, and more fulfilling life.
Amongst our oral tradition which includes many art forms (Classical
and folk) and also our Vedas as well as Upanishads. Many of our great
treatise like Ramayana and Mahabharat are also examples of Oral
tradition. Most of these are the once that we are taught by our Gurus.
Guru Shishya Parampara is one of the most important pillars of the oral
traditions through which the knowledge was passed on from generation

to generation.

Our first Guru undoubtedly is our mother. Then comes in line our first
family which includes our parents, grandparents and other elders who
mould us since our birth. Amongst the very few first lessons that we
learn are the once of moral conduct, through simple stories which
everyone of us have heard and we tell to the toddlers or our house.
Panchatantra by Pandit Vishnu Sharma are the most important
examples of the oral traditions which we find in every house in form of
storytelling.

Wisdom from Ages: Panchatantra an Oral Tradition

The man once wrote a story while comfortably seated by the fire of his
greatest discovery. This was the story of his experience as it was
moulded by his own rules, which he used to build the imaginary
universe that he then twisted to his will. This was a road that connected
the past with the future. It was something that he still views as a
youngster; it was his moral code. It gradually evolved into what we now
refer to as oral tradition and became the fabric of his culture.

The art of storytelling is a skill that permeates Indian households like
the scent of a ripe mango. Oral traditions are a significant component
of India’s intangible heritage. Panchatantra, a work that is an interwoven
succession of stories in both prose and poetry, represents the essence of
this tradition. Most of these tales are based on animal parables that
instruct us on how to live morally.

Sanskrit and Pali were used to compose the Panchatantra initially. Its
collection credits list Pandit Vishnu Sharma as the author. It can be
dated to the third century BCE, say experts. This collection of stories
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has undergone numerous modifications and adjustments; it is also the
text that has been translated the most.

The history, culture, and language of the Indian subcontinent are
depicted in this masterpiece from ancient India. This treatise was
initially written to impart advice about good behaviour in both life and
reign to three Princes.

Five sections make up the Panchatantra, and some of the stories are also
found in the Upanishads and Vedas. Wisdom is the key to living a
richer, happier, and more fulfilling life. Its fame spread to Europe via
Persia and the Indian border. Persian, Danish, Icelandic, Dutch,
Hebrew, French, Spanish, and English are just a few of the translations
available.

Numerous writers continue to be inspired by Panchatantra all
throughout the world. The Panchatantra's moral lessons are its most
alluring feature. Panchatantra would be the crowning achievement of
Indian literature if it were a crown. Four commemorative stamps were
released by India Post in 2001 to honour this oral storytelling practise.

The Panchatantra is a Nitishastra according to Indian tradition. Since a
shastra is a technical or scientific treatise and Niti is generally translated
as "the prudent conduct of life," it is regarded as a treatise on political
science and human behaviour. "The expert tradition of political science
and the folk and literary traditions of storytelling" are its literary
sources. In accordance with Indian tradition, the Panchatantra is a
Nitishastra. Since Niti is usually translated as "the prudent conduct of
life," it is thought of as a treatise on political science and human
behaviour. A shastra is a technical or scientific treatise. Its literary
sources include "the folk and literary traditions of storytelling as well
as the expert heritage of political science."

The Buddhist Jataka Tales, which are said to have been told by the
actual Buddha before his passing around 400 BCE, have numerous
similarities with the stories found in the Panchatantra. According to the
academic Patrick Olivelle, "It is obvious that the stories were not
created by Buddhists. It is unclear if the author of [the Panchatantra]
used stories from the Jatakas or the Mahabharata, or if he drew from a
shared collection of myths from ancient India, both oral and written."
There are many parallels between the stories found in the Panchatantra
and the Buddhist Jataka Tales, which are supposed to have been
delivered by the real Buddha before his demise in the year 400 BCE.
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The development of Indian religion depends heavily on oral tradition.
The majority of the time, oral means were used to preserve and convey
the old Hindu texts. In the school known as the Gurukul, people in the
past mastered the skills of listening, memorization, and recital of their
knowledge. Vedas were transmitted from one generation to the next via
a variety of recitation techniques.

Each work has a certain style to be read aloud in order to convey the
concepts and knowledge. Oral tradition played a significant part in
Indian religion since it served as the foundation for the dissemination
of knowledge, facts, ideas, culture, and tradition. The vast Mahabharata
epic is the best illustration of the connection between Indian religion
and oral tradition.

The most significant oral tradition that exists in human culture is
storytelling. Additionally, the foundation upon which the significance
of storytelling rests is composed of one fundamental element: the art of
instruction. Every narrative teaches us something in some way. It
imparts lessons on how to respect, care for others, love, hope, and strive
for improvement. It also teaches how to be just. Through their
characters, the storytelling tradition supplies society with outstanding
role models.

Characters in the stories always take the correct route, not because they
have to, but because they choose to. The protagonists in the stories
always set a moral example for others to follow. They inspire people in
each society and shift their perspectives on the relevance of moral
activities. In the history of storytelling, there have been many inspiring
protagonists who have brought beneficial changes to society and made
it a better place to live by transforming the citizens into moral and just
human beings.

Storytelling is a means for passing down legendary tales of inspiration.
Now, one would wonder why we always turn to narrative to convey
morals or, for that matter, to pass on inspirational stories to society.
The lack of a tight structure and precise boundaries explains this
‘obvious' principle of selecting narrative telling over all other ways. It
is worth noting that there are an unlimited number of methods to tell a
narrative. Each storyteller can tell the same narrative in a unique way.
“This freedom in the art of storytelling makes it not only a necessary
but also a consistent tool for education. The storyteller's personalising
of the story demonstrates that every story, presented differently with
each recounting, contains an unlimited number of lessons. Because of
its potential to teach anything and everything in an infinite number of
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ways that may be adapted to the audience, storytelling is today's most
influential and essential tradition.

Another advantage of storytelling is the numerous ways in which it
influences our daily lives. It is not something that is noticed on certain
occasions or by a specific group of people. It is a daily process for
everyone and is nearly an essential aspect of our lives. And this angle
serves to leave a high degree of impression on each person's life, and
perhaps it is because of this '‘commonness' and ‘dailyness' that
storytelling has been one of the most powerful sources of inspiration
known to man. Storytelling has demonstrated its durability and
importance beyond any question, dating back to the dawn of society and
surviving in this age of technology, where everything is just a click
away. Apart from a brief introduction, it is divided into five sections.
The Panchatantra Tales are divided into five books:

* Book 1: Mitra-bheda (Friendship Loss) * Book 2: Mitra-samprapti
(The Winning of Friends)

* Book 3: Kakolukiyam (On Crows and Owls) ¢ Book 4:
Labdhaprasanam (Loss of Gains)

* Aparkitakraka (Book 5) (Considered Action)

It contains eighty-four stories and numerous substories. The
composition's genre is nidarshankatha, or illustrative story, which is
satirical, didactic, and graphic. The goal, however, was to teach
statecraft and political rules in an appealing, easy, and pleasant manner.
Conclusion

Panchatantra stories are one of the very basic and finest examples of the
oral traditions of our culture which is the experience of every individual
and takes us to our most basic roots of learning and teaching method
which has been the art of storytelling. Indian culture has many rituals
which we follow even today but without the knowledge of its scientific
reasoning, which thus makes it difficult to pass on to the coming
generations. Panchatantra is also and evolving and ever changing form
and the stories revolving round the moral conduct and wisdom can
always be added which will help carrying forward our reach culture
generation after generation.
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Kerala’s unique music form, the beginnings of Sopana Sangeetham
(music) can be traced to the temples of Kerala. The
word ‘Sopanam’ refers to the steps leading to the sanctum sanctorum.
So, the Sopanam music also means singing from the side of the temple
steps. Another interpretation is that Sopanam sangeetham is similar to
the ascending and descending order of raga. The music starts
in Vilambitkal (slow tempo) and progresses to and gradually descends.

Sopana Sangeetham - a scratch back through the history

The influence of the societal features, significant historic stages of
evolution of society, certain fundamental beliefs, assumptions, and
myths will be reflected in its art forms. Elements of Self Expression and
Self Respect in the songs created and sung can be traced very back to
the farmer on the field which was quite an obvious thing for a
predominantly agrarian Kerala society then. Farm owners,
in Kuttanad used to pay the Pattukooli (wage for singing) also. This
encouraged ‘Farm Songs’ that echoed the stories of both exploiters and
exploited,

Every society nurtures its artistic value in resonance with the changing
times and at the same time maintaining its own link with tradition, for
which Kerala is an excellent example. Kerala always exhibited a
willingness in accepting and assimilating foreign cultures for which it
had witnessed without losing its authenticity of traditional belief
systems.

Chavittunatakam is an amalgamation of Kerala’s martial art and dance

traditions and many suitable aspects of Greek Theatre. The character

of Yavana in the Muchukundamoksham story in Krishnanattam is

another example where Yavana with his long gabardine, of

unmistakably Greek moorings is seen.

Myths

Myths and Legends have been always instrumental in finding the

cultural history and traditions when there is scarcity of material proofs

regarding historical studies. It provide important historical events, their
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chronology or of important personalities. The Vatakkan Pattukkal, the
Ballads of North Malabar, sing of pride and self-respect of yesteryear
heroes, with other diverse facets of society being mentioned in them.

Onam, is a festival of brotherhood and celebration of a glorious past
under the Emperor Mahabali whose story of expulsion to the
underworld by Vamana, the 5th incarnation of Lord Mahavishnu. The
myth of their benevolent Emperor’s visiting his land and people once
in a year, a boon granted by VVamana to this truthful emperor, is the day
of Onam, which falls in September and Chingam of Malayalam
Calender.

The Kerala society has always been interested in finding the sparks of
goodness in Anti- heroes and worshiping them also. The temple
dedicated to Duryodhana, the anti-hero of Mahabharata is found in
Malanada, Kerala. The Parayi petta Panthirikulam is a strong example
of Kerala’s nondiscrimination of Caste Heirarchy in Kerala as various
castes from same parentage and the story of Adi Sankaracharya of
Advaita Philosophy receiving Vedanta Discourse from a Chandaala, is
a mark of lofty philosophy of life.

The Mother Goddess

The approach of Kerala to Mother Goddess concept is quite unique and
different, Chilapathikaaram, ancient text which is believed to have been
composed in Kerala. The text not only proclaims the status of the
women as equal as men but also the injustices meted out to them and
the manifestation of a Woman into a complete destroyer of city of
Madurai as Kannaki and as well as into a mother goddess concept in
Attukal Temple in Thiruvananthapuram, Kerala.

The thottam songs, asserts Shiva- Shakti Concept in which Shakthi is
the Creator and Destroyer and the supreme without which even the
Shiva is incomplete. The cult of Mother Goddess worship is realted to
Shakti Concept of Goddess Kali in Bengal. But when it comes to
Kerala, it takes it unique different forms like Yakshi and Bhadrakali in
Groove Shrines (Kaavu).

Sopana Sangeetham

The Thiruvathira festival is celebrated during the Malayalam month of
Dhanu (December— January), where Kamadeva (Cupid) is worshipped.
Women observe fasts and dance Kaikottikali in a circle around an oil
lamp. The songs of which is an integral contributor of Sopana Music
and other performing arts in Kerala. They forego sleep the entire night.
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Christianity

Christianity in India is a unique socio-cultural phenomenon, which took
its birth in God’s own country. Christian faith reached India even before
Christianity became an official religion. The faith took a new identity
as Mar Thomante Margam (“the path of St. Thomas, the Apostle™). It
came from West Asia and the Aramaic language that Jesus and the
apostles preached in and the Syrian language had its own influence
which intermingled with the then existed temple music and folk music
traditions prevailed in Kerala. Even today, the sound, memories, and
melodies of the Syrian language and their liturgy are essential
components of the rich cultural repository of Kerala.

Chavittunatakam

Chavittunatakam is a colourful Christian art form which is popular in
the districts of Thrissur, Ernakulam and Alappuzha. Its origins are
associated with the Portuguese. Collaborating with the Malayali
scholars, they developed a new art form which is chavittunatakam. It
has elements borrowed from both European (eg. western costumes) and
Kerala art forms (eg. Kalaripayattu, the martial art of Kerala). The
themes are stories from the Bible. Spiritual, moral and historical themes
are also figured in these performances which have been in existence
since the 18th century.

The art form had its name from its distinctive feature of performers
stamping (chavittu= stamping) on the dance floor which produces a
sound that emphasizes and highlights the story. The performance is
musical with the performers singing and acting out their characters,
with exaggerated gestures and rhythmical stamping. The costumes
follow the European style. It is in effect a blend of music — instrumental
(usually bell and drum) and vocal — dance and drama. The master of the
dance drama is called the Annavi.

The performances are held either on open stages or church interiors,
though nowadays they are mostly held indoors. It is mostly the Latinate
Roman Catholic community that performs this art form.

Margamkali is a folk art performed by the Syrian Christian community
of Kerala (especially the Knanaya faction), particularly in Kottayam
and Thrissur districts. The word margam means path or religion. The
theme of the margamkali performance is the activities and travels of
Mar Thoma (St Thomas) in the Malabar region and his martyrdom.
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Earlier margamkali used to be performed only by men, but now women
also perform this dance. It is now popular as part of Syrian Christian
weddings as well as on stage. The men’s costumes used to be simple
— mundu (dhothi worn in the South Indian style) with gold border and a
head cloth. With women entering the performances, traditional
Christian jewelry such as earrings, necklaces, anklets, etc. are also
being worn.

Arab Influence

An intermingling of Arab and Kerala culture began in the 9th Centuary
CE when Arab merchants reached Kerala Coast for trade. The muslim
pilgrims accepted the hospitality of Cheraman Perumal who himself
later converted to Islam. Mappilappaattu, born out of the melodious
blending of Arab and Malayalam cultures have gifted this land with
very romantic poems and melodious songs that brought a different
scenario in Kerala’s cultural diversity.

The word ‘Mappila’ is also used to refer to the son-in-law. Muslims in
Kera;la refer Bridegroom as ‘Puthiya Mappila’ improvised into
‘Puthiyaapla’. It is also said that Maha Pillai elided to Mappila. Mapila
songs relate to diverse themes but they use simple languages.
The Mailanchi (Mehendi) songs by women in marriage celebration
forming a circle with clapping their hands around the seated bride
express emotions of love, compassion, oneness with its simple but
meaningful lyrics. Mappila songs express lofty spiritual thoughts which
inspired the common man which got popularized among the entire
population.

Therefore we can unearth many similarities and differences in the
cultural homogeneity of Kerala’s rich heritage when we go deep in the
study of History of Kerala. Blessed are those who were fortunate to
witness this art forms in their life.
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Mohiniyattam

Mohiniattam evolved has an
association with Lasya style of
dancing. The temple sculptures
of the state are the earliest
manifestations of Mohiniattam.
Mohiniattam poses are also
palpable from the various
feminine sculptures that adorn
the 11th century Vishnu temple
at Trikodithanam, and the Kidangur Subramanya temple. The 16th
century book titled ‘Vyavaharamala’ written by scholar, poet, author
and astrologer Mazhamangalam Narayanan Namboodiri is the first
known book that mentions the term Mohiniyattam in connection with a
payment due to a Mohiniyattam dancer. While discussing about various
performing art forms of Kerala, renowned poet Kunchan Nambiar in
his 17th century book ‘Gosha Yatra’ mentioned about Mohiniyattam.
The 18th century Sanskrit treatise ‘Balarama Bharatam’ on natyam
written by the king of Travancore Karthika Thirunal Bala Rama Varma
(considered to be a significant secondary work on ‘Natya Shastra’)
refers about ‘Mohino Natana’ among various other dance styles.

The initiation and patronage of the Maharaja of the Kingdom of
Travancore, Swathi Thirunal Rama Varma, a poet and brilliant music
composer himself. His contributions in the art form saw the eventual
development and systematization of present day Mohiniattam.

Traditionally the repertoire of Mohiniyattam follows two performance

categories namely, ‘Nritta’ and ‘Nritya’ mentioned in ‘Natya Shastra’.
It follows the Lasya type of dance that showcases a more graceful,
gentle and feminine form of dancing and displays excellence in
‘Ekaharya Abhinaya’ form in other words a solo and expressive dance
art complimented with music and songs. ‘Nritta’ is a technical
performance where the dancer presents pure dance movements giving
stress on speed, form, pattern, range and rhythmic aspects without any
form of enactment or interpretive aspects. In ‘Nritya’ the dancer-actor
communicates a story, spiritual themes through expressive gestures and
slower body movements harmonized with musical notes thus
engrossing the audience with the emotions and themes of the act.

The vaitaris in Kerala art forms have their own peculiarities as in
chollus we use in Mohiniattam. Cheche, kukumtari khikam, tenkuku,
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nakatarakam, dhiyam. tinganeka dantam etc. These are preserved in
different instruments like Edakka. Maddalam. Udukku. Tuti etc. This
system had developed from the style of chanting of the Veda mantras
of the region

and many other articulations in the different folk form. It develops
further in Astapadi singing and Kalamezhuthupattu. This musical
system is fast disappearing. There are certain important banis
(gharanas) which even now prevail in some temples like Guruvayur.
Ramamangalam, Thirumandhamkunnu. Chottanikkara, Pazhoor.
Kidangur etc. Shri Naralathu Rama Poduval (Thirumandhamkunnu
Bani) and Shri Guruvayur Janardanan Nedungadi (Guruvayur Bani) are
two noted musicians who represent two distinct styles. The former, is
known for its tandava and the latter for its lasya touches.

Today’s music in Mohiniyattam is a result of great efforts of
Padmabhushan Kavalam Narayana Panickker incorporating Sopana
Music to the mohiniattam repertoire with the sincere hardworks of two
great personalities who revived Mohiniattam to the form that we see
today- Padmabhushan Dr. Kanak Rele and Padmashri Bharati Shivaji.
The contributions by composing and unearthing Kerala’s rare metric
taalaas and indigenous compositions by Padmashri Leela Omchery and
incorporating them in Mohiniattam stands unique for Dr. Deepti
Omchery Bhalla’s repertoire.

Reference:
1. Mohiniyattam — a book by geeta radhakrishnan
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Abstract: Indian Classical Music is the best gift of Indian culture to the
world. Indian Classical Music is of two types — Uttara Hindustani Music
system and Karnataki Music system. The roots of Indian Music are
found in Vedas. Sanskrit is the ancient language also found in the
Vedas. Many treatises related to are found in Sanskrit Language. One
concept is common between Music and Sanskrit, Oral tradition -
Guru-Sisya Parampara. In every subject, there are certain things which
we should learn from the experts or masters or Pandits. In Sanskrit the
Oral tradition is seen since Vedic times. In music also Gurus are used
to teach the students in a particular way that is his or her own way
according to Gharana, which cannot be written in the form of a script.
To learn music properly, every learner must go through two paths — 1.
Theoretical music (Ancient treatises) 2. Practical Music (which follows
Guru-Sisya tradition). Theory can be read or written but practical things
are followed by Oral tradition. Pandit Bhatkhande has given wonderful
and helpful notation system to Indian Classical Music. To understand
classical music, he has given an important gift of Hindustant Sangita
Paddhati - Bhatkhande Sangita Sastra (1 to 4 parts). This is a treatise
that gives not only information about the Ragas according to their
Melas (YTC) but also provides the Verses for proofs from ancient
treatises. The speciality of this treatise is that the questions, which arise
in the minds of the Students, Pandit Bhatkhande solves them. It is not
only book for theory, Bandisa of every Ragas are also given. Therefore,
Hindustant Sangita Paddhati - Bhatkhande Sangita Sastra of Chatur
Pandit is the treasure of Indian Music, which sets an example for Oral
tradition of Guru and Sisya.

Key Words: Pandit Vishnu Narayan Bhatkhande, Chatur Pandit,
Hindustant Sangita a Paddhati - Bhatkhande Sangita Sastra,
Srimallaksyasangitam, Indian Music, Svara, Raga, Tala, Thata(3Tc),
Bandisa

Research Method Used: Analytical and descriptive
Introduction
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Guru is a Sanskrit term for a mentor, guide, expert, or master of certain
knowledge or field. In Indian tradition Guru is more than a teacher.
Disciple or Shisya in Sanskrit is literally seeker of knowledge or truth
or student.
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In above verse it is said that Guru is compared with the Gods. Music
and religion are connected with each other. Devotion is incomplete
without prayers, Stotras and Stutis etc. “Considering the history of
Indian fine arts, art and religion were inseparably connected with each
other since the ancient times to the Middle Ages. Both have flourished
under this association. Religion got its aesthetic character from music,
sculpture and dance, while the genuineness of religion manifested itself
in the arts and the artists” !

The era of Music begins in the age of Vedas. Udatta, Anudatta, and
Svarita are well described in the Vedas. The systematic and specific
singing of Rcas is described. In Puranas, Ramayana and Mahabharata
also Musical part is also there. Astadhyayr of Panini also gives
definitions of Giti, Gayaka, Gayika, Nartaka, Privadaka, Vind, etc.
Ancient treatise Natyasastra of Bharata Muni is the foremost,
significant and important jewel of Music. Sangita Ratnakara by
Sarngadeva is a revolutionary work on Indian Music. There were many
Sanskrit texts after these treatises, which helps us to understand Indian
Music, i.e. Sangita Makaranda by Narada, Sarasvati Hrdayalankara
by Nanyadeva, Sangita Ratnavali by Somesvara, Sangita Samayasara
by Parsvadeva, Svaramelakalanidhi by Ramamatya, Sadraga-
candrodaya by Pundarika Vitthala, and many more treatises are there.

About the author Chatur Pandit

Pt. Visnu Narayana Bhatkhande was born (10th August 1860,
Gokulastamt in Saka 1782) in the village Velaneshvar of Ratnagiri
District in a Brahmin family. Due to his interest in Music, since
childhood he was singing very nicely. Even he could copy the Music
immediately he heard once. He studied the ancient and modern treatises
and manuscripts. He travelled extensively for research and met the
musicians. During this period, he noticed the lack of written theory of
Music because most of the Indian Music was learned by Guru-Sisya
Parampara and Gharana system. He also organised and helped for
conducting National Seminars. He has established schools, colleges,
and institutions of Music. Notation system has also been given by him,
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which is very easy and simple for learners. He also solves the problems
of music learners in his books - Hindustani Sangita a Paddhati -
Bhatkhande Sangita Sastra part 1 to 4. He has done classification of
Ragas. By using 72 Thatas given by Pandita Vyankatamukhi, He gives
10 Thatas and its Ragas.

Pandita Bhatakhande has occupied the highest position in the field of
Indian Music. He was a composer of books, musical notations and
Vaggeyekara. He was also a singer and musical instrument player. By
profession he was a lawyer having fluency in Marathi, Sanskrit &
English language, through his hard work and efforts in right direction,
he raised high the position of Indian Music. When there was a need for
resurrection in Music, Pt. Bhatakhande came ahead and shouldered the
responsibility like true patriots.

To learn any subject matter or art, systematic method, scientific system
and approach is a must. Pandita Bhatakhande composed a systematic
Music science after studying ancient books of Music and existing Music
practice of that time and composed musical notations. It is very difficult
to compose musical notations of the songs, Svaramalika and other
details which is just preserved from mouth to mouth and through oral
tradition. Pandita Bhatakhande did this praise worthy work in the form
of scientific and systematic method in form of musical notations and
presented it in front of the world so that a student of Music even
beginner Music lover can learn the art of Music.

He started listening to the good artists. As part of discussions with good
artists he had something in his mind. He was not happy with the
distance between theory in the texts and Practical Music. He embarked
on a musical journey to do musical research. Going to different regions,
he worshiped music and had discussions as well as trainings with
scholars and teachers. He was fluent in Marathi, Sanskrit & English
languages. Sanskrit was popular amongst scholars and common people,
hence in Sanskrit he wrote a book called Srimallaksyasangitam.
Further, Hindustani Sangit Paddhati was written in four parts in Marathi
first and then translated into Gujarati for further elaborating on
SrimallakSyasangitam.

Bhatakhande was not only a singer or one who knows to play on
instruments but was also a scholar and an educationist. After studying
books of Music which were scattered and composed at different
intervals, he presented it in front of people in a very simple and ordinary
way. Therefore, people also know him as an educationist. Panditaji was
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having a good capability of talking with a person after recognizing his
ability. As he was an advocate, he was a good orator. He had a unique
mental stability and physical fitness. “Six feet height, fair complexion,
long hand and legs, broad ears, simple, long and pointed nose, broad
forehead, large eyes, clam(tranquil) but very sharp vision estimating
everything in a moment, heart touching fluent and sweet speech, long
and speedy steps, shoes, pant, shirt, jacket- having hanging pocket
watch, Persian long coat with round neck collar, coat and hat- Pune
style, Dupatta or shawl on shoulder, this was his (dress) attire- which
was in practice in those days.”?

Pt. Vishnu started reading books related Music available in different
languages like Gujarati, Marathi, English, Bengali, Telugu, Tamil, etc.
to understand the ancient history of Music. After studying this, he
thought that the rules and scientific (Sastriya) definitions given in these
books are not sufficient to understand current Music.

Pandit Bhatkhande’s journey of Music was from 1896 to 1906 A.D. In
this time of eleven years, he has collected all these experiences in four
diaries in Marathi language. In these diaries there is a narration of the
ideas of Music scholars, rules of Music, current use of Music found in
different treatises on music. During this journey Pt. Bhatkhande
collected the catalogues of books available in library, studied them and
published many books related to Music. Out of these four, three diaries,
except the diary of eastern journey are beautifully preserved by Indira
Kala Sangit Vishva Vidyalaya, Khairagadh.

His daily routine was very systematic and was a man of self-discipline.
He used to visit the institutes which were founded by him and was
pleased with the work. He also used to solve the problems. Four parts
of Kramika Pustaka Malika and three parts of Bhatakhande Sangita
Sastra were published. But when the fifth and sixth part of Kramika
Pustaka Malika and fourth part of Sangita Sastra was about to publish,
he suffered from the paralytic attack. Yet he continued to look after the
institutes through letters. There were one or two students to look after
him. But as he was living simple life, he was not in fever of giving
trouble to others. He had again severe attack of paralysis and on 19
September 1926 the great hero of Musical world left this world.

Pt. Bhatkhande is a personality, who became famous by his devotion
for music and also by his written works. Pt. Bhatkhande has written a
variety of literature in huge quantity which consist of the treatises
written in Sanskrit and Marathi in volumes and then published them.
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His literature can be divided into three parts as follows: 1. Theoretical
books 2. Practical books 3. Other work

1. Theoretical books:

a. Srimallak$yasangitam, b. Abhinavaragamanjari, c. Astottarasata-
talalaksanam, d. Bhatkhande Sangita Sastra parts 1 — 4 and e. Uttar
Bharatiya Sangit Ka Sankshipt Itihas

2. Books for Practicals: a. Svarmalika Sangraha, b. Laksanagita
Sangraha, c. Gitamalika, d. Kramik Pustak Malika parts -1-6

3. Other works: The books, which published, printed and compiled by
Pandit Bhatkhande are many. Like a manuscript of ‘Chaturdandi
Prakasika’ of Vyankateshwar, ‘Svarmelkalanidhi’ of Ramamatya, Raga
Tarangini of Lochan Kavi and many more.

In preface of the book “HIT FHENEI UdRT’, Prabhakar Chichore has
narrated that as per information Bhatakhande has written four parts of
the narration of journey of Music. They are-

Q. TTUfEET UaRy (@R Ui URd Pt AEMIA 2¢RE--—- JRd, HSHd,
FSIg], TIGRY, IASTBIE, TR DT YHUT |

R HTTCR&OT FaTe (AR Cf&0T HIRd 1 UTa) | 3Ro0% AT, aﬁ?a%rg
TR BT YT (fEHTH 2 THERT 3RoY ¥ SFART ER0Y4 Th)

3. AT Y el YRy (@Y gd URd &1 IE) ANTGR, Sadhl, SRR,
fosrTTRY, S §eRTaTe T YHUT |

Y. T ST YaRY (HRT SR YR DI THT) T R 0¢ H SR, IAREIG,
IR, T, HYR, SR, TGS, faeehl, SAgR, ShuqR, SR, IqGR BT
YHUT [® These are major works of him. Now introduction to the text
related to musical theory as well as practical is given below.

About Bhatakhande Sangita Sastra

Part 1

Hindustant Music system- this book is written in 1910 in Marathi and
is also translated in Gujarati language. It includes primary definitions,
Ragas- Raginis, historical narrations, singing styles, Sangita, Gayana,
Vadana, Svara, Saptakas, Thata, Aroha (ascending), AvAroha
(descending), pitch, Jati, Komala and Tivra Svara, Vadi, Samvadr,
Vivadi, Anuvadi, Margt, Desi, Nyasa, Alapa, Sthayi, Antara, Pirvanga,
Uttaranga, types of songs, Tana, Dhrupada, Khayala, Tappa, Thumart
. Gamaka, Amsa, Sruti, Alankara, Miircchana, Grama and many other
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definitions. Discussion regarding books like Sangita Kalpadruma,
Raga Tarangini, Sadragacandrodaya, Sangita Ratnakara and even
discussion regarding Samaveda are also given.

Ragas like Yamana, Kalyana, Malasri, Bhairavaa, Kedara, Hindola,
Hamira, Kamoda, Chdyanata, Syama, Gaudasaranga, Bilavala,
Alhaiya, Devagiri, Yamani, Deskara, Bihaga, Sankara, etc. are also
explained. Opinions of different scholars Captain Dey, Surendra Mohan
Tagore, Captain Willard, Captain Smith, Pandita Saranga Dev, Pandita
Ahobala, Pandita Damodara, Pandita Kallinath, Sir Williams John,
Jaydev, Bhavbhatt, etc. on different topics are also given.*

Part 2

This book consists of detailed narration of ancient and middle age time
Sruti, Svaras, Nadas, Ragas, Saptaka, etc. Opinions of P. Ramamatya,
Bharata, Somanatha, Parsvadeva, Raja Surendra Mohan Tagore,
Pundarika Vitthala, Ahobala, Locana, Vyankatamukhi, are also
narrated here. Types of Grama-Miircchana are explained. Some
mentions of books like Natya Sastra, Sangita Ratnakara,
Sangita Samaysara, Sangita Darpana, Sadrdagacandrodaya, Raga
Tarangini, Svarmelakalanidhi, Ragavibodha, Sangita Parijata, Anupa
Ratnakara, Caturadandi Prakasika, Sangita-Saramrta,
Ragakalpadrumankura, etc. are also given. Different opinions of
scholars for various Ragas like Ramakali, Gunakalt, Bhairavaa, Jogiyd,
Saveri, Vasanta, Megharaiijani, Meghamalhara, Prabhata,
Desagauda, Kaligada, Bengal Bhairavaa, Ahira Bhairavaa, Saurdstra
tanka etc. are also written. Comparison between Rdagas is also seen.
Discussion of Saptaka of that time and Persian Music is also mentioned
here. This book is originally written in Marathi, in 1914 and contains
500 pages.

Part 3

This volume contains 475 pages and is written in Marathi. This part
includes types of Ragas like Marava, Purvi etc. Moreover, incidents of
journey for Music, Sanskrit volumes of Sangita, brief information of
Komala and Tivra Svaras in science of Music, Sandhiprakasa Raga,
Ragavicara, Ragatuland, main points related to Ragas, 72 Thatas of
Vyankatamukht etc. are also mentioned here. Over and above this, in
this book we find information about Grama, six Ragas, nine Rasas,
lineage of Raja saheb Tagore, explanation of Pirvi Raga of Catura
Pandita, composition of southern Thatas, formations of Ragas as per
treatises written by NagmateAsafi, Sarama-e-Asharat, Captain Willard,
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etc. and many other subjects. At the same time opinions and Ragas of
many other scholars are given in this volume.

Part 4

Originally written in Marathi, this volume contains about 1136 pages.
This is a huge volume consisting of information regarding Raga and
Rasa, time of Ragas, types of Ragas like Kafi, Saindhavi, Pilu,
Bhimapaldast, Dhandsri, Dhani, Hamsakankani, Pradipaki, Bagesrt,
Bahara, Kanaka, Sughrayt, Devasdaga, Saranga Malhara, Adana, Kaust
Raga, Bhairavai, Bhupali, Malakaumsa, Todi, Mulatani, it’s
Svaravistara, Saragama, etc. Here Bhatakhande has written shlokas
which are explained in a very simple way. Along with it he has also
given questions and answers. This book is published in 1932.

Why Oral Tradition is selected for this treatise:

The four parts of Bhatakhande Sangita Sastra were created in the form
of Oral tradition - Guru-Sisya Parampara. He only gives the reason of
the same in the first part. o o g ﬁ@% 3nft R WE’JB@ £
T 81 €1 A RIErS T | 38 I8 & 1 gH H A Dl U 8RR Hor U8 gl
Tl 3R H I U BT IR <d §U ORI FHIYM AT | .. ... BRI 3FHAH
2 ) 39 TR gre I quT IO T € we |

Has Pt. Bhatkhande solved the problems successfully in the treatise
through Oral tradition?

The questions are asked by some students and answers are given by
Pandit ji. Here, it is also possible that the questions are in his mind. In
both the scenario the answers are given clearly and using Pramana of
treatises and also by self-experience. In some topics he explained in
very nice simple language. Pandita Bhatakhande explains the concepts
in very clear and definite terms.

Style of this Oral discussion:

Pandit ji first of all declares the topic of discussion and then keeps his
point for the basic information through the information from treatises
and then open the topic for students. They ask questions in a simple
language and he also answers in the same spoken simple language. So
here, one can find the understanding between teacher and students.

Some Examples of Oral discussions —

1. «u-daH S T UH IBAT § | T BT YT S0l 8, 98 ol g AIqH 81 &
| 3TYA Fg1 1o I=AY H Hearult YTe &b qui & wead g He1e | 31 3y g
g gue &7 5 IR A ure SravA FA Far R 2
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3- mﬁﬁm&ﬁﬁamﬁﬁ%ﬂmﬁ F i 7, 98 Usd 5
T IS | GO PIg ST RN 7 | S Al B Al gH W= A T@Adt
TP | Ta H H1E Ui 78 & 0
2. “Y_ UG IAT H P9 T R IS /T 1T 872
- 59 I W 91d} A9d T YaTdl BUH AT 141 8 | UHTd S IR A1, 4, 1,
4 ¥ QA PIS Th W 16} ST & B | AR F ARG B Jrgul I9T /1T STer @

997

3. <y Saft o 9Tl TR B T IRAT STm 272
- PIS AN MYR TE@d & PIE GaH A & | RIS A BUH dad afefd aeaer
frau WfeR $3 d vaw & aifea F giraraamsht &1 uw 819 1 SR e
& 95 g eavd € el

4. <yt R IR ugd gaTev e RARE &8 af Har 3m?
&- TE # I 3T o1 | A gHe A T/1 BT GRYUSHS & g | 9
ST GYT S Fweadi T ?; 3 oo o= & Rt qur Rkt
F Hdy A og a9 °

We can find the clarity and honesty of the teacher in answering all the

probable questions of the students satisfactorily.

Specialities of the Text:

. Index is given in a very nice way. Detailed description is given
in the beginning of every part of the text. So that one can find the
particular topic in a big treatise easily.

Example — In second part of the said text, Raga Ramakali is described.
In index one can get all the information about said Raga with page
numbers —

IFAIMP T AR 263
I[MEFA T TT 26§
IMEFA BFIEREASTT QL% etc.

e Basic The definitions are provided in first part but some necessary
definitions are explained in all four parts, where ever required.
Example — In Part 4 the characteristics of Bhairavi Raga are given.

STTERY SIG GaTRIRSN ! |
Mﬁﬁmmmmgﬁml 2l

ST I T FEHEL: (432

(Asavari, Jaunpuri, Deva Gandhara, Jhilafa, Sindha
Bhairavi, Adana, KhataKausika , Darbarikanada, Dest, -
scholars have agreed these Ragas are produced from Asavari
Mela.)

e Comparison of many topics, among many treatises are given.
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e Every topic is explained in very easy words and with the verses of
the treatises where every detailed of the Ragas are given.

¢ In the beginning of the Raga, the information of the same Raga is
given and after the controversial and contradictory part of the
Raga is also discussed with the students.

o As Kramik Pustak Malika, here Panditji has given Bandisha in
many formations like Dhrupada, Khayal etc.

e This is the elaboration of the Sanskrit text ‘Srimallak$yasangitam’

Contribution of Pt. Bhatkhande to the Oral Tradition

Music is an emotional or sentimental art. No Svaralipi is sufficient to
describe the emotion. Moreover, it is not possible to describe the use of
Komala and Ati Komala Svara, this can be learned only through Oral
tradition. That’s why sometime some of the Bandisas were lost with the
death of the Gurus. If we want to preserve it for generations, Svaralipi
is inevitable. In modern age the number of students learning Music is
more. So, Svaralipi is very essential for practice work. Through this
notation system many basic things such as formation of Ragas, their
Svaras, up and down of Vadi Svaras, Varjita etc. can be learnt. Pt.
Bhatkhande believed that this arrangement is helpful to learn base and
then for practice but the style can be learnt by Gurus only.

Panditaji has composed 10 Thatas referring the 72 Thatas of
Vyankatamukhi in Srimallaksya Sangitam. And has described Thatas
on the basis of southern and northern system. This is not new but can
be easily remember by students of Music. Moreover, he has given in his
books, the concrete information on many disputable topics like — the
formation of Ragas, Sruti and Svara, its calculation, etc. which are very
useful and important for the disciples who want to learn. But without
master or Guru it is not possible.

‘Bhatkhande Sangita Sastra’ treatise is in Marathi but translated in
Hindi so one can easily understand. The verses written in Sanskrit, are
the essence of Pandit Bhatakhande’s intellectuality, deep knowledge of
language and Music, his intensive research, interactions with the
masters of music. It contains theory of modern music. Which is
elaborated by him in Hindustani Sangita Paddhati, Laksana Gita,
Kramika pustaka Malika and ‘Srimallaksyasangitam .

In the Hindustani Sangita Paddhati book reference from 30 Sanskrit
treatise of different centuries and hundreds of books written by Indian
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and European scholars made the task easy for a music student or a
musicologist. It fulfils the task of encyclopaedia of Indian Music. Pt.
Bhatakhande has introduced short, simple, scientific - systematic the
modern methodology of training in music so that average men, women
and children can learn and understand the grammar of current Classical
music in short period. And Guru or teachers can teach easily the same.
Because some instructions for teachers are also given.

The charm  of this book is that the  Pandita
Visnu Narayana Bhatakhande describes musical terms from ancient
treatises like - Sangitaratnakara, Ragavibhodha, Sangitadarpana,
Caturdandr Prakasika, Sangitaparijata, Ragamariijart and Kallinatha’s
Commentry on Sangita Ratnakara and after analysis relevant point he
gives his comments in beautiful Sanskrit couplets. He explained them
to the students. So, one can get the classical music of particular tradition
and time. Some topics are creating debates every time in music. The
confusions related to the terms like Shruti, Grama, some Raga, Mela,
etc. are solved by Pt. Bhatkhande in the form of answers.

Conclusion

This question and answers given in the treatise ‘Bhatkhande Sangita
Sastra’ are very much useful to understand the topic easily. The
answers are for students who are curious and excited to learn new things
with proofs. This work is a very nice gift of Oral Tradition to the field
of music. Thus, by following the style of question and answers Pt.
Bhatkhande created a bridge between Guru and Sisya. Questions are
asked and answers are given properly. May God give the master or a
Guru who can show the path of righteousness.

SRR JATSRICTRT | Fe-Hiferd I ae fivRd =1 I
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About Department of Tabla

The Department of Tabla, nomenclature & established as a
separate entity on 20th August 2014 is the latest feather in the
cap of the Faculty of Performing Arts. Since the University's
inception in April, 1949-50 the Tabla section remained under
the wings of the Department of Indian Classical Music (Vocal
& Tabla). It 1s only now after almost Six & a half decades that
the 1llustrious Tabla section has acquired an independent status
of a Department. It 1s undoubtedly a new beginning but with a
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Shri Dwij Gandharva

Renowned & Veteran artistes who conducted workshop
and visited the Department:
Ut. Habibuddin Khan, Ut. Amir Hussain Khan, Ut. Ahmedjan Thirakwa,

Ut. Nizamuddin Khan, Pt. Nikhil Ghosh, Pt. Arvind Mulgaonkar, Pt. Sudhir Mainkar,
Dr. Aban Mistry, Padmashri Talyogi Pt. Suresh Talwalkar, Pt. Shushil Kumar Jain,
Ut. Hashmatali Khan, Pt . Kiran Deshpande, Pt. Omkar Gulwady,

Pt. Sadanand Naimpalli, Prof. Mukund Bhale, Pt. Anindo Chatterjee,

Pt. Vibhav Nageshkar, Pt. Arvind Aazad, Pt. Yogesh Samsi, Ut. Akram Khan,
Prof. Pravin Uddhav, Pt. Amod Dandge, Pt. Supreet Deshpande, Pt. Pravin Karkare
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