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Ut. Zakir Hussain

Zakir Hussain Allaraka Qureshi, born on March 9,
1951, in Bombay, India, was the son of Ustad Allah
Rakha Khan, a renowned tabla maestro. Immersed
in music from a young age, Zakir began rigorous
training with his father and gave his first concerts at
@ scven, touring internationally by 12. His mastery of
3| the tabla—a pair of hand-played drums central to
) Indian music—soon made him a global icon.

The tabla, developed in the 14th century, consists of two drums: the right-hand
"dayan" (wood) and the left-hand "bayan" (metal or clay). Tabla players
perform intricate rhythms (talas) and phrases (thekas), requiring both skill
and intuition. Zakir described his role as akin to a psychiatrist, interpreting the
mood and intent of the lead musician during live performances. His
improvisational genius and deep respect for tradition earned him acclaim as
both a preservationist and innovator.

Zakir made his American debut with Ravi Shankar at New York's Fillmore
East, later co-founding the fusion group Shakti with guitarist John
McLaughlin and violinist L. Shankar. He collaborated with diverse artists,
from the London String Quartet to Van Morrison, blending Indian classical
music with global genres. His groundbreaking album Planet Drum with
Mickey Hart won a Grammy in 1992, cementing his reputation as a pioneer in
world music.

Zakir's contributions extended to film, with notable work on Heat and Dust
and a nomination at the 1983 Cannes Film Festival. In 1991, he received the
Sangeet Natak Akademi Award, India's highest cultural honor, and composed
music for the 1996 Atlanta Olympics. In 1984, he launched his percussion
ensemble, the Zakir Hussain Rhythm Experience.

Balancing tradition with innovation, Zakir believed in drawing from global
influences to enrich Indian music. He described tabla playing as dynamic and
collaborative, likening it to catching a pitch in baseball—responsive and
intuitive. His lifelong dedication to music and peace resonated worldwide
until his passing on December 15, 2024.
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AT T Rl H TR ORI Agaqul ¢ | Hifid § ORI e &1 ORIy T8 ¢ 1S9 Sfamal 34
Tt T iferar off TR & ot A fohei U 9 SIS €% & | I8 UNAR &1 Ao IRARTSH &l
HT T, JHIS B! fTaRYRT HY F¢IaT 37 3R AMHAT YW, 31ex iR Ydoi & Ufd St &
e & ¥ Heaygul it T g
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T RE F drei

IRAT T — METhAT
TITAGTT ReT0T  HRRATH, IIRT

ERTT 9] BT S A Yd 81 9@ 37 ] ST JaeIF ¢ |
QIR {97 H "BRMET 96 & 3D 3 § O BR, fed, URAR, WU, 991, ai URuRT 31 |

3T BT S bl & b HIS & AHISTD WY BT Uh i WwY gbls ORI & | 3T T8I
31l < el faRre avf R e fham R B |

IMEHHS I | By Uifedl o o R WaRT & 9l Bl ERET dal ofral 2 | rad sw
PIFC & B3, 3FH HATBGRI g A TADI FRT T HI Yo fARNE Aell, WoRT, 19 &
HIRre Bl WIS &R U1 FaRa 1 wEaRa fHar S g |

TR AT Gd § SR Uh URURS el &l Aefid oal &, Sl 3o+ fafdre 3ol
Th-Ih Ud Uee= & d¥ild & Ty ST ST © |

doBo QYIS - TR & HF Agayul fIPamll &1 iR &9 MM dd gU Hel © &
TS TR Al U YMTaeIell TS @l ISl @l Ui WX SMIRd g § S R |
Haftra Rl &1 9 xR &1 AT, SR 9 B1Ial &7 Uleld &A1 81l & | 3 ifedl
Th I8 RIGRIT e= W 8 RN B8R &I UfTssT Ui & dhar = |

"ERTT We& 1 YR
H ¥ fodl v H uedla Bl € | @o gl o R e Bl 3] BR A & |

o O @ AP UfSd & IFAR IR AT ggd aul P WU, oA Bl & o sy
IRORT A TR T BRI 9T © | ST HaH H 3MU4 dal & b Yo &1 el BT AR
B ATl BATBRI DI TIDT | AT FR BT WHIfAF 8 | TAD TIH B el W SAD
IRaa &1 wTa gedT B | o1 aafth & SaaT Wy Biar § Sl fafine |Svefa, wavme anfe
& AR BIBR B 98 AR Bl & | U BRYT U &1 BRI & TP Bl AT el 4
oSl 3R YBdl & | UGN 31 I8 781 © fF ISP HATBR B ol FITT—3IeT BRI
FHEATYN | TR I fARTE el & TP BT ATARV HAT & IR IEH AU AT I 347
MRT B |

ifia eREF § arel |
1T TR H TTeid &1 A9y A8cd BT ©, Hifd I8 UNURFTT Ud I GId & S @l

TP Gl A A YIS O ARG $HR BT & AH 7 | |G BRI o drei et
figart = amenRa el 8—
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1. o WaR— T exel # R R
RORT & AR & ol 2| R o % &
| FHY A BRI Y A BT S T8I
FRAT 3| TH WU 4 % Ry &1 8T M,
qd-1dh, PITTe UG 9d soalfa &I el qar 2
g oTTell R &7 ARTERA qer #3aTT &Rl 8
qif a8 o & gRT Ry MU Hlid & Rygidl,
dd-id] MM, dTdl AT AEl &I 3Mae Iwa
PR D |
ufed oRITed J WIT B S dreid ® IR SIRT fohar g—

“gawrerr W Frea el

IR TR i Rieror a6 wforar # 7% R Wowr & ddy § R &7 Ry 7' 2
S URURTSI BT UTed dR AT 18 Aigd gfte A W B Rl delm @1 g gge Bl
& AT [9r H Wes Y | 91 I8 © |

2—IRHITA SF— TR B el 7 T[S AafhTd w9 3 g R =949 < 21 o 5 R
@I qTHd AR FACIRI BT SR AT THR Rrear <t g Ry &1 w991 v o< 2| Rrsg
@ Rhe BT WG ARIT H AYul I ¢ | Id R BT 7T Althed 8T © | D
HS (Tel) B TH A faerwar gt 8, vd S9al @ AW Y 26l ) = 37 o e
dHRd gU ATl od &, O Qithed 3T 89 W W1 % g R & 72 U digl | g
Gl & Heg DIg AR T AT Fob, Hifb A MBI H AR A7 2 A1 g8 =R PI Alforal
DI FHAG BR <l & ST o Ry &1 e~k & o1 RIgial &7 ured $HRa gy A e
U B & g8 il Afds § g8 Ry eR B IRl dEeld ¢ |

3—RIS &1 Aga— AT [® R BT &9 g GG & R JOell § AFGR B & |
frafid Rars () fia & Riem & srid Agayef 2| exmi # Rl & ofd 9\a d&
R DR & oy diedfed fobar Sirar & i 9 dbeilep! 3R 9ia-cdd gitcsdlor | fAgor
B 9 |

4—TT 3R dIT BT M- U I, 9T §fe, fAumTd daeie, Aiidreaxon & IR
WRURFTA JART BT e Wleadl I JHIfad 81 gY ool 37T o R RuRT & w9 4
el & W e FaRen &1 8 ol 2| 'Rl B aed & Siaiid o Ry &1 Il $

UgdT, At BT fAdprd, drel 1 g, al &I =T dy SIf¥fh I AT dIed b a1ef
TSN &I ARKITAAT DI dar bl bl 3N FRad 2 |

5—f® R WiEPps Joa— TRE & AP H9 & fdld il § Feh g8 WU,
Ied PIC S o 9 R, ARKIT Fae, T8, 1G], [a%ard qA1 fu=cd B A1a-1 Ao
TaAteTy, WY, IR Mf ey BRM BT Afe a8 | Wid exeE § el dae
i a6 dAifg 72 Sl 2, afcwr I8 doell Risy &7 99 & W i, Afdear qen
ameeit & Wiy &1 T goIiasT W™ el 2 |

6—9a¢F DeAl— ERMI & AT Rl BT Ha geRE & fon Gy W fear o 2 R
ST ATHAIRART Ud Hd WR WEl TR F IR PR DI Bl BT [dbr 8 A |
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7-9TA WRWRT & TaraR BT Hei— BRI IRURFT A $I §91¢ & 8¢ A1 TR &l
Hed < € | sy o % & uRuRe Hifia e U dRar € T ey & S1uT I
BT TART PR Y ARATH BT WIS 8 | BRM S AR@ DI 991¢ @1 & fou I8 A1 snmawass
g fF 99 o= 91 faRrearsit & a8 Aol &1 W SH GEae 8 a9 gt #
e a7 fobar S | oI b <erdis Sft 9 el 8— R A e ar uge @ R |
TIdT & fafdre (Y 917 g9 1ol oifd SS9 &) e & A1 As—As 9 AT o
qrell 3R 39 UHR IRl 91U @ dTell Udh URURT & Ig HedT BT | 1T URURT Tl
QRTTHGAT & ST | BRI 97 Udhed a2l 98d ¢ |

8—3MeTR i Rigicd— =R # R wifid & Rigid vd wRuRrell &1 +ff s/ &vd 2 |
Y IBT WA S AU qAT T8 Blall & M Ry o gR1 @ 7¢ 01 T8 91,
sfoera, Rigld U WuRT &7 sFTell Uigl da ugandn 2 |

Hed—

1. FMA H ORI, 919 918 O, U HRAT 250

2. I BRI 3, STTIRI—HRaNT 1982

3. WRAI G RIeor Jorell 3R ST gAd WR— ST FYETAT Tl

4. TRRTT BRT T TS Ud §f3ell &1 oaid— gHuTel
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ARG 19 WWRT ¥ HHaems & fagaiyor

JTPTI O — INTHar
g faumr, <Ff sRR¥E iR A fa, IR

IR T o I faeg &7 | wrdie, gee, foxarRa va waf ot eme €| < 51,
s «Iford, Fen AnT Ay, e Wi, S fa=m, A fagm, S¥ea o |Jaw
g8q Ud fORaTRa fawal &l sfo # Faied by 8 € RAR] &l Sfiala AT, AR agsad],
e vd gae gl fagrs vd fAfi= &feq aueiRar anfe, Siid vd a1 9 & I8 Ragid
TR RHgidl R sEdfdd 2 gafoy Wifia— wre | 1| gAifasee € [d § 89 aret
TIE TN U9 IRR H A% SRy @) ufohar S oiR s & sidw dey &I uefid &R
g Mg Ud A% 981 @1 UNRTHdT AT ud W id SF1 § 89 & SR fd § AT & FHae
g TRl R G0 & GERAS 999 S0 § AAfasE B fd wxar 8, #ARe #
Hiha fafec, Sha § Rfecia a@ o melRid o= ¢ af fagm g 4 «Wifqer @
Hifcrep RAGTAT &1 SeIlar € RINT XSATHR & JorIadhd] oIS AR ARIAGT o TP b
TR I & fUUSIYRT Uevol H AN ARGS9 WRWRT A FIeme &1 fgelvo g IR
D IART & AT # qarr ® o A I # Sfafdsme o dsnfae faww f af=fea &
UHR B S B b Md A H e el Ud a9 @1 el & f[Awdl b1 dHee §
IR Fifaers §OR & 91 favai &1 ofoe # |HIfed 6y gU 2 | o wifiaems &1 favy
&3 FS1 B 9P, g8a U9 [9wgd & | I oA ¥ 3 [Awdl &1 FH9e 2 39 a2 @l
gfte yreared fagia Richard Parncutt 3er 3ffelg % &_d = 9 ford 8— "They suggest that
musicology today covers all disciplinary approaches to the study of all music in
all its manifestations and all its contents] whether they be physical] acoustic]
digital] multimedia] social] sociological] cultural] historical] geographical]
ethnological] psychological] physiological] medicinal] pedagogical] therapeutic]
or in relation to any other musically relevant discipline or content-"!

SIRID ded 9 W & b grearw fagi|a v faare ff S eme &1 fawa &5 aame vd
g8 A © |[9RA 99 # T o BT e Jifd U did i dfdd g H 8 uRA
B AT o7 RTAdT Ucgel TV AHdE, A &I SUde i Terdds, Adery Sufvg
BIRNY 3ffa Td AHIGR IRVIS A G 3Mfa U & |, Ureared <2 § |1 Fficemes
P AIIT I3 B FYP WR W &l V&1 ¢ | UReH § Hd A Bl RADIATSl Hal Sl
g | AT B SIS BN §H AU & URME e A A € | ®iifd A |
TR AR s &7 ure fhar ST ST o . areEed A & U AaeeE & g H
ISATTIRY &I A4 {1 ST AT © | USATIRYA Udh Sed dife B IOs I ISR gIRT
QTS THT BT TART 3G A1 fhar ST 8, UTSATIRE & gRT T Rigid & MR W
AP BT AR fBar o 39 Hed # <f guaT A foradt 2—

T AT H IR & A9 Ugall AMd—ITS $El of Fdhdl & | S 7 ey
Ugel ST Jd B¢l Hal ¥ @RI & SRTal bl A= & forg 7fora @1 aRMmT &t AT faear?
FMAemE &l 3R A1 1fdd fOwR 3 S | qd ST 2@ ST ST FHEE 811 | dfddh
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qreHg AR U Tl H G wes gRed R T8l 8Ian | skvde | R, el e, T Tad
A ST BT Ieol ARAHE & Hew § U<l Bl & |.

T g5 Ta°
gafag Mo gefisme fARfeor

Ig il wres Ferag # M rerar fid & el # urd B 8| M, T vd e @ forg Ak
Jrea | Rrey wreq &1 A1 JART fBar TR § | SkTd] @ IErA SRl H Riey weq BT WA
ifid & ded | mar g |

g Rred Ji Md arfedffid 39 JeR 89 <d © 16 W4, a1ed v 97 & e d Ried
s BT VAN far ar & ey 9ifid &1 &1 Wi 8| R¥rew & 1fafR derd o o 9id

@ GIEarl § | ddHR RIS AHIG HI A AT BT RIS T & Apd &
yaTvs fagi smard Memdeerd AT forad 2

dois &1 31ef 8— e

9 YHR dad W S &1 g 8 | 9yl dfdsd areqd 9 kide | ofd] ARG, e a6
& i H G wree gRATeR &1 BIdT | 9Iar daredifd P AT i MR H Hifid e
HT W< Ieokd M, I UG I P WIH H REARR & | MRV HT ] ARA WRWRT &
AR 3T H 8g, e Bl & SIP d1G BT Blel MRV B BT A ST & AR I
oo MRV & Flel AT & Hed # forga 2 fspda MRV & o 9T &1 AT
e aRT DM RT TN g TS Q@ 700 § LS T AT Sad B [

39 Yy @ YR W 8 g Fhd 2 b IA™0r Uri=dd dred g s Wil v W
®Y ¥ 3D WM TR gfte =R BiaT € | I8l 89 e vea Fafd U ded < @ ©
CUTGa-aT LRI Sfaspd AagegIedAy WamIRasvsaray|
Tiftafira ygaw e

M & IURIT ASMRA H G0 & fofw Mierd oreg &7 warT (fham T & | eI i
b R WG &1 MR UG yAIfva Ged T AT oidy € SS9 ) SIWd Ied BT AN
gfteaer 981 BT |d & oY e wes &1 3N fAedr 2§ gu—

e SAfae faema wERaregeeTa |I°
I TP WG AT GHIREE T TRdE o SaRaTeeTs

AT 3Th dTel (3T A YA S Gl Td &, dol WX, dlel a7 Y&l &I M- o W
TeTd HEAT T 2 |

IR WRA BT fcrare vy Ared of T S9! §iia ( ed) &1 gR¥T § - < 31991 T
BT Sootd Hel &, R amaggar Ared # Wi o off ST & e 7 Seed A g,
T 3@l JA BT faerg AR Rl 7 g 4 far 2

AfeT a8 Rie g &1 3T Jer 1 8ax Ared T & 39fey At @ 3T @ w9 § 9ia
@ fugidl &1 feuor gorm 2, a8t fia s &1 warT 78l fbar @ 8, 91fe v |ar @
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" T W ©Y W HT AHd ¢ [ N asd vd 7 & ded # S0 o w1 g advem
et IFY | AT A7 2, MR & 918 & Al § T & oy Yd e 1w
P T | TP ATHRV B AFAR T eeg A o1 2 R WY I & UG W I
T | M H G /M AT 2| FH BT 3 ARG A 2| WY G M 97 99 TH g4
JHR ATHROT H I e’ DI (BRE 918 T8 ¢ | A o8 & ofh Mo g wfaq o=
B Il © AT TH wY W R o M & g | |t M sfa werha srafq Wa
3R TP T HerAT TINIFTG Bl FepR T a7 82 39 UBR FH, T B G|
N d & arg § w9 U o AT H 99 v I} (F) BT AT FHE B S @
3FeFaT A& Ud &I T |l WId 37 STl © |.$Afely | HhRadR o el o— i are d
T 9 79 Sifagea® | @Ak aifed ar S 918 & difed e WRa & bl ab
i ST FANT U1 1 goN & W U el 1fde W T8 ©, e dre H Hfiaenes
& foTU MiErd IR Teg BT TART fhaT ST o SHfolv 9de & IUdg & folv Teddg 9T
BT TN AT ST & | HEFor § A AN & oy Tedees weq &1 JanT fbar
g |

IR 3 H AAUH W Ieokd RS Hd FHId AHIE § G@ Bl {efdr &— JoRg
R <4, didR ABd |

Hiiiaemerq s 98, deAnewd 1 59 YeR Sia a6 BT WART ST HaRe 9
H S BT Fefar 2 | I W BT U ORI WTHAe Bl SYde TEd d] off, Ed 98 9
aed S 98 9§ o amee 9 9t el @ R | fawaRa v fRar @
T Berell @ FiEdde @ 9 § @UAr 39 919 B W yHr § {6 G dad deved
o 9K T8I o1, TP MATTHA DT AR 9 o1 3= T &l & Iuda 3ol Ut & oY
AT, g9 T SfeRA — 3fST IU 81 S & TURT | Tyds Suee TET 8" Miedde
BT B MY IR T HET 1T, AR Fglhre § dgifas @ fia v & smdl wal
S U SR, JB AT, dTd, RTINS BT Soeld feldl © 31w Wedn: dal Sff §ddl § fh
e AR & A A & JoMd &l &l ARAT [GRIR Y Bl STl sRf | Tied 2
B T HiReEd iR acte g9 ureg geii # gftetrer el 8idl... 3Rl W)d &1 Sfth W@
TATAUGTSRI & AEIR W & H8 Adhd & 98 AR Rrad WR, a1 vd ug &1 ferg fadem
B I8 YT WA T 3R qad H G R BT eI §¢ T AUd Ud d9ead WR W
81 T B, 0 vd AR a7 o9 guds g gfie 9 < iR uRifyd far o <& 2|

Hifid v A1 Bl 8 UG HFd &1 IURT A ThR Sl DIl db GiId % dell & vy
H 21 fIEdE T e 3 @RI B WISl o T3 U™ (Fifae) FEiRd g8e &k urds s
@ gRT T & IR & UREGI @) TS iR R R g7 we yoiwuer fAafya +f &
T |

Hd ®I Ub g8 Yd W@ad RS B & BRI FId ol & A1 [Jar & wy d | werfud
8 T, U Hag e Wda I iR 8 98 I @ are faem @t Soft 7 ot e
2 O I I8 favg U dem WY ® 3R $HHT Yadd AA B89 & RO faur ff 1. 39
T el B T § S Hersll @ dale! W U w0 W ERT ARl § IR WA
I AT B89 & DR d Bdel holll 8 & oIy deg [N, anfe |
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SIYSR ANdeRa vd i derr, I vd fa=m fF € | 0 vy e 9 & S oA
U T BT © | O FHTSTYIRS, HIFae, IRTIRS 3N offe ud g fawdi & 3o
At H SISl Ud ATS=I U oM BIAT & o Aeraroll URRRMET, aifie ags onfe,
3 I R G ARA bl A Gl faere, vd Gilia s 9= weer A s e
BT |

gd H g1 S gl & b 9RA H T U a1 31egg= AfT U= Sl A 8l 8T ©§ Sfdih
qreeT <Rl W I WA @ [Ae YR © | ureErd |ia H S U & foy

T WG A | RIfSTtaren e ®fSTeH (music) § F91 B, sHferg sEa sfavta Rw
e I M iR arqy ) & R | 8, siefe aRd Sid are S| @1 e @
o i ok agy & TR T R A fER g '

HT oM BT I, W2 H 39 —U—HITD! Td 3RAT H o — I — ANIDT B8 & |.

YRAT g Jen g W ifig gl & g A fid s @1 gRamr &1 fHaiRor F&t fear T
T IR UrE Rider 7 A yeRl 9 =fddron B aRei fear € v wa @

"Musicalogy] the Schalarily and Scientific Study of music"*®

Jgfq Wi &1 Ise Td eyl SrIdE HIAuRA SEddl © Ol AT BT ¥
musikwissenschaft (F3fid &1 fasm) B1— TART |Wdued (% fhdoR = |9 1863 H U TUdh
TodH @F | UqaT # fhar o, SHdT aifved o 6 Siiaee & e fase @ wu # WaR
fpar ST =y @ Sifiaemes # e @ o sMel  dWEAN § Fife wifiaerner &
&= # o it fawg Jeifae 2.

"The german term musikwissenschaft (science of music) wal first employed by F- chrysander
in 186s in the Preface to his Jahrbucher fur musikalische wissenschaf (Yearbook for musical
knowledge) in which he argued thed musicology Should be accepted as a science and that
musical litudies should aspire to the rigorous methodological standards of the natural Sciences
musiclogy Covers a wide and heterogendous area of fresarch resarch a research and is
Concerned with the study moet ont of european and other art music but allso of fecell folk and
non western music] the Scope of musicology may be dummarized of covering the Study of the

history and Phenomena of music including"?°

qIaATE | T A RS B ASld Ud e I bl SR |l 3ifed
R ore figd ok TR 3 frer & Wi ofk Fiia wme ¥ ofdR T
A gy URAd fagT= muiscology The key concepts' ¥ David Beard va@ Kenneth Gloas
# ferad &— "masic and musicology are both separate and related Constructs music of a

Practical activity hod its one dors history but musicology as a Process of Study] inaviry and
reflection white wuit forms its are own conteUt and employs disdinet Concepts is clearly]

dependent Won and reflective of music of its lubject"?*
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g I WA Bl AT H ST SR uTeered WIQRNEl & AR Wid ¥R B
gRYTST 3R ISP &3 Bl Ol | YRR WRURT UG Uiy fdgrei & faaRi &1 T8+ 31—
B B YT ANAIRS BT IRHINT B BT T 39 YBR fHar ST FabeT 2 .

T8 T oRad A ia & RIgiar gerd dadl Ud aRWINe eeql ol Tg9ar 9 edd fhar
EIASEACHININIF= |

VT I o AT @ Jenyd Ragidr v afRvTTeit & TeeTan, arfdadr Segut vd defe
I T ST 8 I AT Bl FIA AR HEd @ |

9 UHR BH SEd & [$ AR M WRURT § HAT ARA BT ISP WM ¢ | Fid gd |
Y B S U0l dfed BTt I IAAM I b ATaRd dell 31 I8l 2 |

<1, BIel, ITATaRYl Td & AABY B AR el TAT Bl Jorg+ fAfd=T wreli § garm |

A — Ydde, Biarg Iule, ARG e Acaee  gRkiem, geeadll, |ild Havg,
Ffa Fgmor, srierfyane s wra W [ fa M, S I[eTaR, | JHIR,
Wﬁ?ﬁﬂﬁﬂ‘c{ ARIER, Ao Gid 9R ( ) Wﬁ‘vﬁ ATTIGEe, SR BTl
afe affe gre vd 7ed — dicl | Ad el B Jor g3l |,

AR WR W gRT fAwaiRd bl &1 of@ fhar a1, Fifid ISa) iR qad
3fferes Ereprd foredt g |

3MYeh Prel | FHTARS BT RORT BT faied AR 717 SR, AR faferaq o=, s,
MNP § NS gedfd, U = o, , g smeran wmi, faghy guer @y forfder s
T, el fael eR  snfe sl vd fagftal 1 fbar | ¢ ud B 9t 9 dre
YRA Td HAARRE B [AH I — M haN, WA I f@w, B Agd!
fara—U—R™, AIRYS! ToRd MR YA, FAY SIRA RATA—T—daell Tamoil 3§ seH
ARl & IERYT 2| 59 UPR BF <Wd © b G UG WA DI RN §gd & g8g,
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"Music was something divine and therefore highly individualistic. While it had to be taught in
a rigorous manner to an enlightened shishya, the style of an ustad, in many cases, did work as
an inhibiting factor in ultimately deueloping the shashy's own genius. Music is like an ocean
and no one individual can master every technique without the able guidance of Guru. Which
highly makes gharan as an important system prevalent in classical music”
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manner to an enlightened shishya, the style of Ustad in many cases, did work as an inhibiting factor in
ultimately developing the shishyas own genius. Music is like an ocean and the Individual can master
every technique through the medium of Gharanas only.”

ST 3 U. Fredt 7 TRA & fawg & &gl § 6 18 U SITURU, UfquTRITel, Uad, Agardbial
IR 3 o= i fGEm @ e fdd, 9 ST IWRRTd faen & U 31f¥=a Seum &1 fAafor
HRAT €, 99 TP Bl FHdT H T G DD & YUl dFRIeed HT Iead I:-X1: IR ANl bl
el B sife=n & 31 i SidR JXP B Sia § b STt guehdr qid Ugamit o gbait 3, ad
Ig A TR §9 ST § o R TWRT gRT WA 3R $HgRdgad A St 81 TWRE &
3fAIemdf & ufa st O 3R RIvar &t g 39 vl & 31&RT: UTer B &Hdl auT 39 ufd
TRG 3R HHAH B gl TR & WRRTA B &1 Yot T 7= off qabelt g1 4

27



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

TR0 31 Taerd Taffed Afgoel Al dl Aol HSER 3g| Al $Ng, Jisuidr
Ugd, I dreTd-gdre Hag, sfeaii fHag snfor aisuft a1 wafad R g1 ges HiRadquo
TUTA! TSl | ° ORI 81 T Hed 3Tg, o G 315 | 31 "Hoh WUl off Uh il 3MTg | o Aiftaiiean
TR, WA fafida 38 ¢

3mard gaiiar ot 7 R, TR SR $of BT Ieaka 3T a1 St A a9 | faan g, S i
TR Y gofd: FEfa 71

S ER R $d g1 3T |

SR faarg I 3T 117

&1, IRGT= MR WY & TR "ORMT A 7 At BT GORT A g1 Bl Agy Bl AMITHR
HR! g, R 3 & AR T W AHR U 1 911 & HROT TR &1 o gl g7 | 8

R P farwar

TAGR D! eI T &1 THE [aRTdT g1 3OH-30- TR DI SIRId dlferd 3,
st @ 3Fe sy 9UR gld 7T I 7Y, WMeRd, T I firdar mar didt R el dur gl 18
3R 3P T TRAGR MRAD], TRAGR ail YRS g5 1 7 IRA! H 3D URAHT F 1R HeThR
TIR U HRA H AR, SFAQR, ST, fh_rT U R 31feres gHmor § yaferd 81 37 ORFl o T
FHADBR WY T 7! ARTE T el BT WiEed B TR0 39 TR ¥ § - TS R DI U],
fafRry e g § S gwR ¥ e faareit ¥ fore ufirg 21

ICERIGIREIEI

THIAT ATH Soa & Fave YT B e S TH A UST R 1 39 TR & YRS IHNG 31egd
HAA Wl off (1872-1937) B1 fHRAT TR B T Deft dHBRY 81 J ywifad g1 3@ guH
TRIeh! T fRM BRI &1 T 3T 81 X! BT U Tg TRATE B! b Hgd ed 81 WR
T &Y gap! fafRy et 1 TWRY &1 T BT HIGYU! &7, Uh-Udh TR &I 9gd dd gl WR far
fRaT STaT 81 gAY 31T 1 fARdT 38 TR B Jo SS] U9 Jeieh [ARWaT 81 59 TR B Mgept
H s o1 B AP ST 811 39 WM B! AUy RO HF RIS T8, Wi TR 19 AN,
aTs 7Y, TRIETS &71d, 98X gdl, U. HiHa- Sief sarfe |

TGIferR URTT

URIg TABR T URTIR 39 WM & GRS g1 3% U URIG Sy 85, gag @1 3
TIRRR F R A A1 YU 3R A MGH! Yo Ued G & & Sfitpd g51 iRk
AT DT & Yug o1 TR, T, WA e & FU S 981 SRS AT [hal g1 9
WMH T dF 8 ATAHRG UGN s St g1 i il # TaDHRT Bl ol g1 TS SMBR adl
G TS Y STl TR WR SR 301 Sl &1 79 gad i 1 39 Te! § fafis RiM g1 drd &t
g 31t fadifad &t sien wen facifad gt 81 Saa! &t a1 &1 wanT o T8l vR #m & e
21 T RM A vaferd I € T Sfa § S - 94, yurell, g6k, PR, B, [Saad, et
HITST, BIDT, e, THT, fagnT o

ST YRTAT

. TR & SHIE TSl GoTH 3 31T IR & JRITTeh | 59 Gareer, STt T, [aarad g3 @i,
STATY JaTgRIfed, A Heleds, Fa-RIG §BGUEHR 3G T TRM & URIG TT® HATHR ¢
IR BT GIER TRH 9§ I8 g1 3901 a9 T8 dId IR 9 SR g1 ! J[E HRA &
U4 A1F A & ST FHRab YHR-4Ug AT STl § | STGRN &1 T 61 Sl g1 S8 OR= §
Tell 9 SIRSR 3MTaTS T TANT Bl &1 dabR] & J1Y € sl 3T § fawR g 31 sfew &
ERNNRRICISISIE|

28



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

STYR TR
SRR SFRICH BRTT I8 SR T SfARIc b HgaRT I SHI 51 59 ORI & SRS Sfeaniad] @f

IEd U1 d U8 SfaRich A ¥gd & 16 B d TR 9 7Y SHITT ! AT & STYR a7 S{aRich
T AT feaTs &l 5|

I 1 9 U gad SMTeTg - Tl St 8 | sﬂwﬁﬁ%ﬁﬁwﬁ%aﬁ%mwﬁw
g A R ¢ |Td Mg | fadifad Bdra sik det am 1 S9! uge faRwar g1 ifid

1 dfex Tfd Bt 81 HTaTS T &Y ! Tadd et Bl 81 SR TMaBt W G ATaToTebT
T T STl 8 | 3G HaRS AT W, S HT, Yoi Wl YRR §a1 S, HURETs IR
yfd TSR, a1, B | TS 3Nfe TAR WA & RIS TS FATHR g

wﬁawﬁ%&mﬂ? R g TR F Fefd gt 81 IR HRT Tiita & fafay fid gary &1
e g | O UG, UAR, TATA § ORT 04T 4Ue J &+ | ORI o A1 § Hanrsit o1 fabr gan
8l N UH Hal § WA & (V-7 Y I8 ¢ (3eT6R0T — dfed, S, Ted, a, @_ro)) forgiq
3{OT-39T BRIl fohaT § SiR sarett Uigh 9@ ugamn g

s

Iid & &7 8 WAl A 3dd Agayul S a1 g1 HeT ol Wbl § &1 fU-Fd TR Bt 1A
fer T ST WA P UfafRd pareRi 3 Uit 71d 319 Tférd Tam Ucatfdd B3 aul fas g s
H 3T Hegayul anTeH fear g1 Iiftd & 9gd UIR-UGR H, 9dqH Iid Siaed | el gH
%'\fn'sﬁﬂs‘r?%%sﬂao SUM WY U GEIed UGl ol i g1 @nfey, S Toed Ud ORME &t
fafryaren iR s €1 3nyfie &1d H TRAT 3 IR W IR &3 | I8 DR a1 8 Bt
TS Y TN 9 Jd dh ORMT U4 TRMAGRT &1 a1 off 4 78@ 38T 81 YA dhIa 8 3D A5d
SRR BH BIdT ST BT ¢ | 89 Tg Bt T&T YT AT BT TS Sff ARty ifld 1 S JHd, T,

<t HH § 3TN TR &1 §gd 91 A 1

e

1) ST B8 31301, R00¢, YR %o Tifid R areg Tifid By Yo, fEResger, 74, R

2) 8. Sitardd A, { SHeRY 083, TG dA1G Bl Bl deb-ih! Ud Al Te{(BE i),
J3. 2&&,28L

3) Sl THi W, § SFART 023, HRITY TTitd Teh TagTiieh fazeiwur, srgHa ufsifRiv 8139, 4. 6.
RY

4) ST el T, § THART 093, HRA Wiiid T TfagiRies fazawur, ergvd ufsfRiv 8134, .
P. RY

5) SI. RIIER WEHT,2014, TG SHd 31 SRS AR Gfdifedha quIc 3fe AHY. . 30¥,
ISBN — 2278-4349.

6) <UTS T &, fgefia sirael 223, TRAGR Maa]-AS! U1 4a8 g & 30 R

7) 81, A8 3RUT| Ro0¢, HRAI i Wrildl SR drgl Wit BT gieererd, fEfesger, g4 24

8) %mgmwa%ﬁa@aﬁwwﬁmw T &1 T’ 9. e e

29



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

qIAT 1S & &7 | BEEETE TR DT Hed: YRATT F1H YU & Ay deaf
|

ST ATAPUR T. SiRf - fqUET Sremer
AT RGBT 1EH Biais, TSR, ORI

LIRS IGET

YR I gomelt & Tia faen & 7 TAReH 31 @ ¥ A g SR @ Jiee &1 U WRa
arf g T § 1 YR W Siid war o 49y e & =i g1 i faur & wife era &
A TR T | o O &1 g0 T, 19 14, RS 0d 31999 & A1 81 I8 Jd TR BT
R R A o g1 SR HRTa Sitd faegm e, are- Ua Jad fafae eRmn wkoRy faemm §, o
o =Y Y T ey Ry &1 8} Fafes axelt § B Rt At &1 8

TR g DI ogedied

YR TTd TWHRT A O et BT SRY JadTd J §ofT| ORI g &1 Wfeadh 3 Td Ay
foesT § M A1 TR + 31T R ST 'SM1aT 75, AT 3rufd Tifid R & o =R - 3111 gt
DI Y b W Sd ROl = it IR Uide 1 a9 39 iiid & HIRile WideR I
FUY (U el HIYHT Td TURT I Ia & [T RIS &b 310 oR gefihr dlfeid ¢d 3, avi 4 g
"TRMT Ve’ URIG §31 I8 i wqg H ff ga- & § | (BRAT - ST, T fexrof- g.¥. 65)

Tt e § 99T d1e & TS SRH

T Y A BT U101 {1 77 § 1 T, e, T qIUBRY BT dTd YR B IUDb! el H Jal
FRAT 8| URAT aret ol & 'dJaa $T RIM FaAR! 87 5. SR URAT Wi § qaen gaiie
TRV AT B | TS Bl BT TG | I BRI BT e TG 8T | qoal dled &
aﬁﬁﬂ'ﬂ“@@:’ﬂﬂﬁ%l

(1) fafeg R, (2) SRS WM, (3) G TR (4) BXIIETE IR, (5) STRY TR, (6) U
AT

TN TG & FaUYH fEfes TR BT RIUAT 3G RIRE] gle! gRT IaRa! Ldlfes | g5 | 3G
YR gl & WaRT & R gRT 99T Bt A7 & IR 916 § uRadd #ab U a1 (*eh)
BT ISHR fhar 3R 98 TWHAT & =0 H R g1 TE 3R T &F Acid 917 alRacd= e
T A ST T BN & HRUT I B are et H o uikad sfea gam siR T Qs &1
S BT AT 3 SR I8 Aei1a) 311 Ao g+t B a8 TR & =0 § RIIfUd g3 |

qAIAT 9189 & &F H BHWETE TRTET BT Hed

I ae & WA H Be@mEe WA 998 HH # R 81 I8 WA a@- @RE &1 el §
TUTANd & farwg I8 a1t fafRTy ST Selt & HRUT i ot § | horare eRM &1 RITIHT I S{eRdT
IATec! H SHIE BTN aaad S aal Ued gRT §s | SwIe I glolfqardareiaT AT &t R a1
TR & YR T dledh IIG JThT SRRT IT8d U g5 | SeR[A1 A8 d 30+ R gToil e
DI THAT Td FoR Rt & gHTdid 8 R Su-t S8t a9t ¥ 3T (HeTg o foar ik gge o
e 7 &} (e S8R 3 URTRT - ST, RIS HIa9R-Y. 56)

30



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

HHAEIE IR H 98 Uladl 7Td gool &1 7Td 4 URied g3 | gToll 9Ied 3w alad, IWHHR Ud
IR HIT I el Gard T A1 SBIH a@H! TR &1 Rl H URTcH HRap Aai el BT AR
foa |
HHENEIE TR B arga2e
HHEIEIG ORI BT &6l A A1 WYl §¢ 919 § 7 9Y0] Geell I8 39 911 5
TH¥WEIE TRM | Wad dled & URH B HRe dfew J gidl g1 I8 BRia sfew
HOTIEE TR Bt 7 5
Igd7 dTe § dIgeh el T I T dled Ht dRd g 3R I9bT fadr Hf #d gl

HIEIEIE IR & HIAG 3= WA P B B SUET IS T faRd 8ld & 54 da8S P!
BICaIISISI

ST € | S BRI HIEEIE TRMH &1 Ued 9gd WF 3R JHTE T § |
P3RATETe BRH H 7Td argA &1 3Hf¥d I § S9feid 7Tdl T HUSR i &gl ol g

TH3EETE TR | Tl ot fafdear e fiedt 8 S8 ot ST 7d, JeiH1 1d , Sl 71,
NEEERINAALEARIGAC PCARIGREI AT

213 911 B & HRUT ST TR B dTe clt WIF, AR Td BT i 6|
HOEIEIE TRIFD! dled e § Y 911 814 & HRUT gd o P dled 9gd WY Bidl o

T YR d B Te are & &7 H HoaTaIe TR B 9gHed INTeH 6T 7 | 30 BRI 3T Ay
g, 9d17 sfew o1 sifaepR T fafdy ufiey qae arge Ud 3! URURT T W3l dTe, T,
T et it o U 81 & HRUT T8 TR Tl IRyl b gauH R g3 B

(1) "BRMT - 1 Txbid Rl - YR s (@ Ro0¥)

(2) qq A AT 31 WWRT, B TRAT HIGR, JFaRi = fafor 18, sreuerEre, ToRId
2001

(3) Ufgd fars Tshadiolt &t Sao R A U At
(4) Y. TRIT HTGGRSl! BT ST e J ured Arfgat|

31



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

R TR &1 ddell gIg URERT

Sto =< fasagaat — IRET IHER

qre fqumT, a4 Herdher W,

are 8 fasafdemerd, aRIoR.

HT AT ¥ ARpIA BT G @ 2| Dl & I AR A & et & G id &1 S

IR fIeM &1 HH <@ S FhdT & | §hd B TR AGHd & wWR ) R gam a=ar 2 |

Ifed T 9RT & ARGID SA8N & YHEFaT T & | I8 T U 090 6000 A S0Y0

8000 T AT AT B | MRA I ARDIIDH U BT FaUH ®U A I & Alfecd AR

AT H IUYH BT 2 | JE e e # W &1 Wa= f[qaq &R+ arell Sl U

IUAY el 7 W I faune it H§ Wia & e § 3dq offtid Sooid © b dcpratd
M, arer 3R I Tl &1 Sfe™ AHR 8 IadT 2 |

3TN & ARG ia § Afded IR qfad QM1 WRARIS &1 \A-ad Ul oIl & | 690 &
fa@rd # SHl BT AT YT T8 S A&hdl 2| Wil & WHRoT Mg & w9 § 89 W) &
qel UG [ Bl Hedl AHR 8 ISl o |

IRV WRAaY @) ARGiae 1d aiffe TR & w9 # feafawena g1 gq@r e o
o e @ o= wrdiFan TR SR Siowerd, i a WifdT | @ ST 7 | Sl dl g
AT BT IS & AW 9 W T § AT HAF HSHAT Y0 AGH AlgA ATedd Si Bl
2| IRVRA & FNd & & § T ol %81 8 | IRVRA & EIg IRERT TR & gfas
Sl Ur 2 | 99T aed @1 gie W gARA Bl FHIG—URERT ARG T BRI DI U
31ferd g 2 |

TS BT 9gard Td URTg 99IRA RN ST S¢ Al a9 9 s Ui T8l 8 | T9R9 &
G0 I HE™ A8, RTdT I9a d9aa: 99 1830 $0 W A+ 1886 S0 Od &I AT Sffdl ©, =
WS BRI & Yaded I0 HIg Wl 9ed § IRE qul dd oIS § EH} el Ui B |
e gul 81 S & Uvenq 9 Y 99RA Wi MY 3R 3fU gRaR & Hewli ud Rl #
T @1 JaR fHar| do St 99R9 @ U Hd el $20d URIR & 9 3R S=-id ddd
D1 RIS e 3 fUar vd =mar & 9t @ off | IAEE Sl 71 39 R H dled & 915
el B a1 Letl H ST Hiferd uRadd fHaT Ud a9 =il & Gord fhar @ e
¥ gRY TP RN & A9 | UfssT uT HhT |

IR 1 & ARG H FA1 Sl BT bl A— (6 TARA a6l Gl 2 Fell b1 A IJg T8l
g f T IR | 9T 9 | XA M 98/ Sl & AG, ©f & gl USIe—3iT &1 I
ARIA & HRUT R WR UG 3 BT YA Ul | IR, U1 UfcHT & gef IR AAE Sl
J UOITdl SRR 9197 bl 7 W H T A8 il B vy Qa7 | ¥ 98l 7 ool arai 9
gFhe URAT 3R Al BxME1 &1 el FrErSHR A1 9161 99171 Sl HIAR H TARE qTo]
@ AT A FEfeld g | IR WI—I 811 & BRI HHId Tlh HAT 3Mfa TR JATETR 7 |
IBI WY WY ¥ a1 d1a B e FA5cd AT | 59 BRM B IART & U R FRffas
Rerfcl, ®g YR & drel BT ydTd, BRI Bl dra Acil BT J4TE, 7T S Gge drad Reffd
BT YHTT A HROT B |

32



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

qfisd M B Sfl & BIS 918 G0 WM W8l T 40 SYaRIT WeT Il Yo TR el (TR
q1g) 9| U0 TR HE & YF W1 W UM deied AE[, JUIF Had] §el, de Herg ael
ST HET (JRE) A | Ho W] W™ Sft & YA U0 HTe e, Yo RSl WeM, Ho fdem
WER Ud 1o IM YR WER TAT YU Horg Hel, f[w] 98 9 <udh |8H B |

G0 RI HE Sl Ud "o deiad el Sfl & Ry e dwrel Ho 8¥ HERIS U0 $HUS HBRIG,
O ST AT S+ ATEd Sl 9| do B HERIS Sfl & YA "o e HERIST Tl UrE UR
HERTS 8 | W0 $US, U0 VRET WEM, Yo HGR WeR, UG JUPR, AT HErar, e
q1q, U0 IE1 HERIS], o AR S 8w, dwHvar =1y s anfe 8¢ 2|

qfsd M A8 Sfl & R to WRTd St & Tdel BT HINdel Hal STl o Jifd ufvsd IH
WER Sl & R waRy § Rae Aol S9! are off, Il gERl bl T8l, eIl dde ol
e HUSR o7 | 4o WA Sl & yqg@ Rl ¥ do Wi ¥yAIE, S[H1 & AT g9 @I, 6o <
A8, to g1 WERTS, Yo e Sl fAs, do Hierdl v s, do SR st e o |

o R vTE & R Ho 3FRY AT 81 S @1 A ifdwRei g ST o 21 9 A
& 1 & SR &g 9 O i I of|r A1 & & 97 91 T d9el R BIg Tl Foll
P | g9RA BRI & G0 d9] Sff ‘& H AR I AR Mepel Sl T’ & AR FHsT S o |
U0 geTed e Bl gaigel 4l Bl Sirar o7 | o fawadey St Vi & foy sifgda o |

IIRE TR & daell a1 &I agd dRI fIRvdrl grl Sl € o fefaiad 2|

TIRE & HATbRI & ATAR $H a6 H GBI T D1 AT AT <Gl HReb daell (STf2T)
R UBR P& eafs Feplell SRl €| 39 YR 39 a191 H & T qaiferep YA Bl & 3R
ST TN W I8 91T I 6l ¥ YU 81 S © |

TARE R H BRIG A S A5 I, Td, WA, Ay, s, oI, o1, eI, dfc, lldh

anfe drell IR WR fear i 2

Y QIR Weedl d9RE ERIE B 319+ fa9isdr &1 811 &) dIRy a1 9%l & forv J&8f &
FNT PR URSE B § |

IR BRI &1 ATBIII BT g3 BRI I © fdb g a1el Mg, i 3R Jod |l &l
JY H W IARAT © | STl db WA dIed BT U § SHP! TIRT IR Thls FdT B
e Sl 81 3B & Iy FHRI &1 Fae 980 8| Ha AHd @ {9y ISR &) 719 349
TR B Wg fIRwar 2 arell & e # eiRar Bt @ den @ uor o1 gART faar S
2| §IRE BRI &1 dIa+ Wil 370 AR 9gd IR ey dcdl | faRIe™e g U ddell &l
U TR |

TIRE 9191 & fadr # I8 B e G¥pfa 7 W Ry AnreE e 71 o, BR), der,
Ill, ST T fernatl 1 a9RE WY s X1 © | I 39 A el @ 6l 8g R
@ el dIad] | PHexdl, Od, dgewsl, 3G, Ul drdl S Al Ud gIq | Pl are
DT TRIRAT A U |

I8 UHi B Fa=r M g & Rrasd! 941 [ae! <) 9 8l § 98 a1 81 3Af¥d e,
AR AR F9g Bl & | b BRMl B FhAT H TARE BT AT I T H gaT |
ST 3= BRI &1 faRivarsil &1 AT w@rIfdes ar ga |

33



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

| T g
1. RIS Sd | aRIORAT BT ARTEH, S, S0 X, FATidhel UfeatRiT S, T
faeell, Tord H&hRU—2006

2. IfId NI, WRIoTU S0 INTA< ANeR, &g U9 @] T=of rhredl WiuTd, fedia dxepvor
1980

3. adern gRvr, st bo fasr 2R, i ufeaerd SESieqed 3 facell, e HwhrU—2005

4. dlel dIEl—RIMA, HNIG, Sl AIER 09 Hicld =, Il Ydd Had, HIcddR dIviR, oI

TR, HOMO

5. d9cl & ERM draq Qferdl Ud qfveel, ¥, Sfo gaud, diwp ufere fewlieged =g
facefl, o HwpRu—2008

6. UWaS 3R ddell Hdb ORI Ud WRAERTY, fBRE, €f0 3619 30 40 PBodbo THo FIforr
TR AT A grrg fgdiy EwpRu—2000

7. ard ge, 71, ufdsd BIC dd, , i ufeeerd fSdieqesd 93 faeetl, 2006
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ARAG I Gd #§ eRM &1 STAfiran

HaAfhRA HR — et
FUSITG |

.
T # B BT IT HET AT T 2, TRE A AdAd [l AR % wERT 9 gar 2
TR B 92T Gid & G YR H U8 ol 2, O YR a9 & TR 8 ©, 99 81 9T
TAT I & A TR W S 2| TR D I gus, @A dAT A ol Aferal 7 of
T & A~ eRM @ ST Fod 8 | SR BT Yaeld SR a2 <o 41 | sRIe’ i
ST B 1 SR § R eRMEr dEd €, ST H 98 GUe dEardr g | Gid & i Tt
TAT AP, ST BT FHE He<d JFT TAT 8 | TS & A6 fdl HeAldR & AReTd
FHA—BIRA H B, UG AID] BT Fdg IHD! TO—URART AT G I BT 2 | BRI AT
AU o AT Ry & WA A g1 8 | I8 [o—RIF URAT ARS qAT Bedl, AT & 1Y
JAP T Ts 2 | TR H RIS B R BRa™ & S, AT 999 & U il SR
AT P W RIS A H1 BT J81 qAAT ST 8, 98 I AU H g1 W@HTded 3R
fasnfe g | W id ve aaeiRe favg 2 R o & 98 fReo—udeor f[diq smaeas

=

ERET AT BRFGER M@ EgEal iia &1 o ol iRy faeivar € «iifd eRmeR
TP = IAfASTd AN § T TRORT &7 o foar 8, Rrad RISt a=r g &1 sl
AT B, G &I @1 U HAGT & | a9 1 fegeari |ifid # fafdy yeR & =~ g
2| frll § o &1 g9epR © df fhell § aeasl’ fodl B9 # Sefd & WRi g§RT ARR—)

e TUIRAT B | Slfd RATS B BT 3raRa RIARie], sarsl &1 fhd e 9 GRIar 3iR

eNfeag 9911 ST AhdT 8, I8 G4 oxH § U 1 fHerar 2|

TRMER T & 3 fJemiis @ Fdiar 3 fAgd 81 17 81, R 3996 § 307 H1ae iR
Bl Ve, S8 @l BREl T giFare! de I1 MR $el Sl Febdl © | ATarel g+ & fofg
S PR T YR R RATS B BT NIl &l aadl Siial &, 98 dedd: A0 § g9 WHTfdd
IR fae™e 2 Hifd BRMER T & foy Se1iRd marst & Wierl off | eafi—fasm
& FIAgAR 3et FMaHy sfarsl & o {5 dxai—Pitch AT 3TTaTST $a—11<ma Intensity
I JMATST BT BICT—dSTd AT 3MATS] &1 WriTfdd Sifd AT Timer &1 deiifid w9 I
e |G H S fa9e fhar Sar § g9 W Bl A % U Rl @7 sart &
TU—GH DI TEAHR I el H IAR adl AT AR RS B a1l Bl AeHy’ wY <dl o |
T8 T NG o, 59 s b &1 % & I H A ST AT | T ARSI FHT B IR SHD
el W I &1 Gl oY | I8 a1d U+ H gl el Wl ©, Rifd fb Sid dd T & BRI H
JRTHRI BT RIS AT T HR Fhdll | AT—3HS auf qb U & O bl BABRT H V&R
I 3O B IR el B FATET, IABT T AR gH FHS BT 9 8 Il AT | SHD dIQ
R 98 oI TIDI AT TRl DI &b, TR—aATolT 3R IH—3M TID MU ST H TRD
H IAR AT of| W TRl H FI—Adear gl ol 21 [well @ Ani—sE &R
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fteTo—Rieror & @ Raci—Hhe @ TRE AESdI-—dgdd] W&l § | I8 ERME BT 37
faevar g1 3 SR A ST § RS URERT BT IS8T BN SR ERMI @l g
US| AT Bl fbd ghR FRrell, ReR 3R @™ 9 TadaR a9r™T 1Y, f59d & @
TR—TA H ‘Helfderdel’ 3 SMY &R a9 R 4 91, o W TR Fdrer Sy, a8 oo
WERIS A&l 3R Rl & B) W Mverdl gor oMU dited wu H fa@rg <, 309 H JERER
IR AASTH IB—8 d1A1 R 019 <A1 39 OR! B fALSdr ® | {marst 994 (Voice-Culture)
& 59 d9e IRl iR RAgT=l &1 fdaad ureer Sfia—veil # ga €, S |d d<dl @l
TS WA—aAT6 a8l & Ige Rart ok uRsm 4 oo R & 7ol # 3R &1 SR <aT |
R B IE | 9 Y TS b fy oMt Y iR 9wy # N g 7|

RN & § [Gemdisl | Sl MR’ a6 g NG Fdbet, Sa! U= 3fTare] IR Yol AHR
o, Id WRI H GIbIA ATHYT T, BRI Bl HATGT oY AR RATT $HRA HRA BT AqDbT
AT | I MHS! & FeATaged 3iamsll g Afd—Rarst iR orfemas 4 qof fag o | @ femax
ITE GG B SIS WRY BT S S= 9 ERM] &I BIABRT § 81 SIAT o7 | $91feTe
Rl B 59 WRURT DI J 370 I S AFMBR D! [2BTold g &1 A B o, eI IThT
gt o T | “giifers Mr. Howard Boataright 5 ferar 8—'An Indian musician keeps his
Gharana or tradition above himself.” I8 a1d = © & 59 WMd el = sro=r Jqof
S 9 BT DI IR H T QT ST 6T BIAT IbT Yo b AT | §H BRI
gfafed ¥9g &R ad-aeiia a1 faar| Sfid &1 sl ged SRR & BRUT Ifed dia
Tyl R BbR W 377G J9Tdl SR SRRER 8 | =8 Ol A1 81, ORI H AR AR G &
ST &7 gl AR gam &R S sifiena i fia @ va IRt HTaH g8 |

'S QAT S & YT H—"ERMR @) 3R AASd id’ A gaigare o & | &1 e,
S Y ST A ST AT T 7, e eRer fEgwl Wifid S e da, et
T3, g 99 AP, I8 W9 371 BRI B BSFSTIT H TEHR 3R 3T WY | Il Jefy exmt
FT g FRIaT el ST @l &, offd R 1 35l &1 TId 391 eRMl & [Afd—Rarsy,
RE—BRIS DA RIS H B IeIdl & | BRMl DI 5761 GaAT & BRI AT BT TID
U gig A H/B T M F T TIDB] UL BRAT & | BRI DI g1 Fadl B DR 3T
BT MDA D! BT Tl AR RGN & oY Tcder qAT fuhel wU A TRl DI I
RART W Hel—T—hel ST gAT & | A S FIid & [Jbrd & foy 39 eRMl Bl ADR]
TEI ST A |

TSt T & folg AU—AY |oe dIR {6y U &, SHT g8 TR 9 YAR fHa1 T 7 |
femer, favafaenerdl # sae w@ds favg & w0 # =99 far Srar 8, §0d & Iy ue
W M- TR B T, AT UeR & TSR SHEeH & TaRel 8, RF—F W
Hiia—fdened ga 8 € &R S99 U® 9y |iia & fafe= fawal # gfoanfiranstt &1 smareH
A farar e 2 |

3MTST &1 T FHl T 8| ANl & HH BRE AR AR—IRE aqTell Aed feefial wifia
g @ AR B off I8 & | dR—TR fhg AIfead IR Silid &1 Asfthel 01 8l
ST RET €| BRM W T2 @ © SR IdI Sl FReR RIS B_ 3R HRaT BT R4 &,
I RIIEAr =1 81 18 © | Wil &1 ST 8 9 aril # uRs® & &1 ugi iR
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9 78 ' o 21 sAfery ol gue —umR SR ot e Sifort &1 uae @ <@ 2
oM qRERT A1 |AMG BRI ST RET & | RIS 3R iR $RaAM & ST e aAraer
T ARy, fa) 6 TRl 3 Ta I 81 Wab, g8 A8l 81 Ul R8T | WA Pl T qu
A1 T 8, O ®T Uh—Yb GR SS9 He DI A8 8, Sl gRd AW PRl o—dd (b gD
|1 gAFER) A Raret fbar Sg | orel Wifid & 7 R e &1 fe@mr Af¥d 7, S s
fRMe &1 HROT 2| sHfew sHaT w@fife e Fara 21 W@ 2 iR S9a ufd aril @
315 &1 Al TB HROT 2 |

3msT Eia RiAea faenedl &R favafdenedl @ @el § uga a1 8, W8l drei—ddre
e @ 999 ¥ Wid & G-I &1 ArSI—aga e &1 S Faddl 2, D! DI aRIfbAl 81
foEmg S 96l | 39 Bl & SFDRI & (oY S/ T AT ¥ il Ay 7% F R
®3 U IPH G SR SHD IO H AT HIGl SN, IMArSl ol JIRI AT B A1, dd b
WEER TS & B, Al iR faf= wR—|ioal & Ry & 7o § 981 ARy o
AHAT | IE AT THIE! A 8, S8l HeH—$Hed R [ & AF—aeH ] A& Sexd &l 2 |
3TN BAR T U, HIa@0s Sl @ iR 3 ool & ATl § id & BRMaR Tl
3R dfdel @ 9gd—go ARl foRed v # Sude 3| R S fou gy @ia @ fafe
3fETSll AR Wi & 7EH SQTHRI BT 477 I o & efiet =1e) fhar S AT | Wiid U
aEIRG vy &, ad o &1 Je FRiev—wieror Fadia sawad € | dad [awafderey
@1 FSARIT BT 71 A1 9§ WfiT & SIS Wey &1 GuR §49a T8l | 3d: g Sifid
& forg diyes S @1 0T -, g|aT IR ], et 3R [l &1 FHoT a’e &
fog @t iior yot smawas 2 |

Hed Ter g
1. Si. gl {AaR did, AT & R o1 g, R A®E IR SR U9, 3l R |
2, U AT IR, ERTET 3, IY, Sax—HRaN], 1982, id e 8RRy (S. U)

3. SR 8, Rl e | & BRMI-URERI, GOl Ud YR JATC,
ART RPN |

4. f. gfayr w1, fafaer =R @l gaf~ad T, IRGR YhT |

5. . SuTell HNaRdd, SR YRAI g & TRERT § BNl T UfaeiRie ey,
AT UpTe |
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TRMEN — IRAY I §0d
AR SureaTy — eneneft sferdhTferd deT (qae)
NAIGRERIN

N STPRME BT FEIfdTT, 3eiliTe

WRAT I S d—

Hell & gRI T B AF[AT DI fWldd Bl § A g Siad & g AR Sifgq & e
Bl B | TR T ATHITG 9o 8 | 98 319< oISl T gfafafdr 2 1 ard: 59 98 & a8
SiaT & S9aT gfdfa SHaT e # 31wy fears a1 2

A HId FHIST BT U bellcAD U & | T§ AiRepidd IR BT Yo HTH Uclich
2 3R 9T &1 SR R 2, I FG181 BT qd ©Y o B AEIH © | $EH gaagriar
g 3R ¥ #Ma, gfte o UHfd & IR 9 FU-FH0 H AT 7 | Hd rgvs, RN
qAT I © | W & AT T AR AUD GATT & HROT & Hel 1T 8 —
"Love is God and God is Music".

AR T Ui Bl | R 3 GAT AR AR giar §id © | ufSd wRied dd il
RSATRR” U § R G B aRETT "M, areaq qor I 39 AHagead’” el T
2| T, 96 UaH A, Tl oAl B FAY T 7 | T @a= derd 8 gd W Uh
TR D T T |

ERTAT—

A AT BT g AT I8 ® & a8 oo 997 # o A | BIg fIRdr o) ST ared
2, oI ST AW 99 § Rer 9971 R® | YA dia ¥ A @l faRad wu #§ foras &
Plg AEF B AT | T9 I UST FU Hell BT YOI S U+ GAT ferar Rrsai &l < o
RTA et Sifad 8 | | $9 UBR I8 HH UGl &% YIT <eldl Iadl AT | [H 7 (U1 Bio
AEAT W A DI g oAl DI Rl § qul SU <7 IAD] Sd] Ud fImmerdr &1 yAror
BIAT oA | [ AUl Pl el R AT GAT BT ol o 7 HOR URSH BT &HdT 8, T
8l TAT Hell & YR 3R WET 8| $9 ISR W H Ihd U M W & Ur_dia H
PedT UTd Brat ot | 399 POl o & BIs sy SR WRERTTT fRretT § IR B, Uh{-aT 9,
JMER G A YTe™ HRT gU MO+ Ul & 9o R Ifid I # 3o §© Hifeld dall &
AfraTes @R T el IR are fILerdr o o G S| Udh el URFRT BT A1 grar
o7 | RART & AJAR I8 3(0+11 AR el 1 PHell BT A AU Y= vd Rl bl <ar o
g SS9 Aoll H ared ol Oy A=A dgp) ST URFERT BT dIe 31T faemdr for yaR &
JAT 97| 39 UHR SHD WI P A1 A A7 99 W & 91 F I8 WERT TRET & 07
¥ S STl R

TR BT SGAT —
T § B F9 F UR™ gY SHPT SIb—01d IR oAl oA o | IMYH T H dbad

BRI R YHTRIT Sl i Ut 2, S AT Yl H BRIl $I IRERT BRId gle—d Al
AT AfH GRHAT T8 918 TS 2 |
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SIBT & eI | BH UK Bl B b 72 g A AT gug &1 IR 1Rl ulrg off, e
IR BRI HBT Sl Fhdl © | ga& MId! & TaR ¥ yd 9 4_d dd, R1a 7, A< 9 3iR
ARE #d O IR Ad JEfeld o, S BRI & YA 8 79 S Fahd © | A XM BT SgHd
fUsell -9 |feal § & gem &, VA1 991 SIF T8l BRI | 39S Ugel Al BRE a1 O &
fheg SPT @Ry =1 a7 | I BT 9ol a1 &) A & AW A FRIET fhd ST o |
RMET B YrEar —

BRI ¥ AR H I8 Wk | IGYd © | I8 BR BT WG, drad © | UKD H BRI IR
&1 31t e A1 ot 2| ARNfE gRemer # fF =0 3l w1 TN gor & | VfaErs gfedior
3 dfed dra | B UGS e [ Ade M () | (§8A1) | fdd) 997 21 *iq
A e 9o | Acad I8 ® B 99wy R 4% | U« e e & fou e &
e o0 | WF—IM & Jddryg 9 adEaRy & JTIR GH—UH, J81—H8T 9 3
il @ STeheral T aegaAl Bl U AT & JJAR U AT 4 & =T g
@ 91 IR TR TAT YAh I W g8l &AM Siidd & del o1 i, faeiid ga |
9 UHR YIS S9 & A, 916 9 I H §Y =1 JbR & faeredrd <&l | axErr
BT S U 8 o faey aRRefTTAl § garr| I8 TSl § 37T 7 8’ AN BT & U
ST

Hid § ERET U fafne e Aeh, are el A1 & el F gAS BT B | T8 el AT
T 379 PATBPR §RT Ydfcid Bl © | g8] Sl GAMYDh HMT Sl & 3R IFb T o
3FeraT I Y9 | ERT BT AMEHROT Bl ¢ |

RET B e —

TR i Ofd, Igfd, WIsd, Whal 1Uar e FREd WRAERT| SRl HelldRI BT U4l
gRIR & T9d TP sdhls & I9d Il JT STP MeIdhdl &1 BT ol I&d! 8 | BRI
& q& 1M, &9, RN IR A—RaTsT I¥a FHI B ASTd I Td Arrrord qRReIfT Tor

IS ol Yadd BT MO gied F¥pR 3R Fwafa o= 3menRa 810 & | T8 SR § 5 TR
@ o Yddd &1 BY 39D I NF—R—U BAldRI B ol § e few@rsg <l g |

T Bl ATHORN e 81 BRM & ol H TR WRERT ST 98dqu] @I 2| T®
BRI IRt R & 7ol 9, 81 ¥ A1 Wi ¥ Fdel I8 TRMGR RERET YT 6T 934
MR & | I9T &I CIY ATeid | 8l Jg T¥d 8l APl &, Jal BRI & fdb ddel IT Y@M IR
BI2T XTI 1 AT AU I & AIGH US Sl & b I8 BAThR AP R H TR 3 |

TR B FEeadr —

U A9y ERET TR & ufassT a2l Ui d) Hodl 2| ofd bs Gifedl da I8 Ry
SRR Tl R&d1 o | forde! &8 ¥ &F dF difedl W 9 ol 8 I9 \rHad: B8R T8
HET I FohaT | A Gifear i uie UGl & dH ¥ A A9 Gidd T TS, 16D
IT Add BIF ARY | IFATT TSl TR BT ARAUD, 5D d15 U YITGeel sy, Joqvend

Ry & R g Tra=1 Ry | o)1 9 Jeas ¥ [a—faq Rarst $)d gy Gid AT &
¥ IR H UIHARI © | T, GR DI dTeid bl beddl Al BRI & 991 I g T8 |
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BTl B ReR Y@ B gfte A TRMAl BT 9gd Fead] R8! | TRl & HRUT & HellbRl H ]
31$ Td A, are I o § MAfhAl gd arer ARl arad Al BT Sgwd faffeT Ayl
yonTferd gRT & |

R BT YT R gJ A <emres forEd € fF —

"Whatever is considered of high value in Hindustani Music, wahtever has been contributed to its
development it has all grown under the agies of the Gharana. In fact the terms classical Hindustani
Music and Gharan Music are synonymous."

TAIM IRYET H TR BT FHI—

RN T TS T ARG A BAT Bl FATA Bl Aaqul SR AT € | e a9a & R
TH & BR I[P qU 9= d1eid forr a7 | 39 QA1 SRl DI ASTaRaRT H 38R el
PRAT AT 37cT: MY SHETRAT 9§ o Y8dR d e &, T § qRT &4 oW1 Febdl o |

IE I © & oot &1 el ot aqR &R gfagnm 2| a8 Rifed 8 & $RY Ul 91 B
ISNH HAIE W HHBR & T8 Il o, by Silgd § BRI RHgradre iR dogls & |4
B TRl B | ferersl @ R uomell dreRl S SO R @ ford guia: A T8 7| TS
R gorrell €1 39 foly [asS HEl Sff Sl © | fbwg aad g ey wu | ey e
YOIl OR 3T 2 |

IS & T H ARG Riew & oIy 39 <M1 gonforal &1 817 axas Vil gata S9fia ey &
STE RTUT ST A1fey Sl RGN AgANT 3 AT I U STemell & \F&anT o derdl & |
Th T H FADRI B 59 THR Ao Aer oxar on, S yaeR Wi SRl oo g8
STABIC B HATHRI BT 3SR Ta™ BN dlf $9d oIy Saarsi &1 U9 gl 8 T | 8F8R
faenfelal @ WO gReeR Wl | dreid el @1 g8l yaee fhar Sy dr §9 a1d b1 faeiy
S @1 9V {6 uxss el @1 ®fY ud e & SR 81 99 S9 Holl—Jwall A AT
T URARETT FRIer g 81| VAl SRerall H faenfial &1 gea 99T veurd 9 SHd! IRIargarR
a1 Sg e @@, R gid & wU H GREGR gRT AT WA §RT ISWT OV | $99 [o— s
RERT S ®Y § Foilg 8 dadl & an [Jenfal & e w® W@ e faar S |aar 2
FfFRTI—RT ¥ dIei| &1 S & BRI, 3949 & a7 Ry & = Fg Ud s1gT &1 Aar A
T I8 FH, S GG Rrerr Rierr w1 Agcayqel o 7 | g=fy el & gae § 91 9% W
e Bl BISATS ol 81 Webdll 8| Ugel W To—13rsy qaRT H Ry &1 I T & Ui
Uga § BiSATs Al Bl of AT | 3 §9 USR Bl WA WIS HRAT AT 8 Sl [+ reared
g ¥ qAT 9 60 verura a1 w@ref ¥ il @1, SHel AR gead BN Ud D!
T g+ BT JAWR Y Y I ITIhIE & HAThR Ica~ 8l IR Sl FIHIT b IRERFTT
R BT HRIA [ qAT T g™ § 9l 8 91 |

e T ¥

. JETaSl 3R Tl & ER1H Ud URERTT — Sf. 6 5. AE

1
2. OIS dTe WM — Sf AAI8R 91 g A-I0

3. Tdcl & BRI gred ferdn gd dfaer — €f. g I
4

5

. q9el BT I [AH IR q1e+ Aforan — i, IR e
. O URTII—RT—2,3 — W.RRIEES siaraa
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YR qreg Tifid &1 far1 e R RET (3ER): U fagmadied

S1. Wgd JSifedn - 9. UTeas
qred fAUNT , U= ool b1
& HERTST TG gHaRIe 3t geiar

YRTT TD ggg SITURUT

YR TTid H TR Weq Ueh 9gd He@qUl eg & U & GRUTT AT 8. 89 S & 1o TR
Tt bt fRreqT- e & 1Y ST g3 Ve & 3R T Tt Y 37! TRHTST BT I B, BRI Ueg A
¥k Tvfia @t e e € 18T St fohg o smm Rl &) Yarad IgaR 31 ga w0 ¥ ifia
& 3refrar s o ) fRem it 24 B, T freft Sfia & Heayul ugq S 3ree, g PR, T§-
e, Aiedrd, U1, WH-UH, gRfd-saRkfad § aeR S Siidd & Agdayu S & Twifird
1t BIch . 3D THHR 3Myd BN fb 8% TR & Aifid H 3R il ¢ fobrg TP &R | ofia=
& vfd eRif® SR axife A & U & gIdT 8. WH-UM URaR & {ATal 3TTdh! SHeH
3merf g 6 7Y H s uRuRe gargar o 3t St €

Tt Y 91 BT ST & AR W B R1gM 3 UeR @ fauiiord gkt §, T UeRFdar & &4
7 o Tiia, SR gERT deR # (SRa+ H) 39 fafid e dd & fag St 9 &1 a1 fodt
fH I T TNT BT ST § S9! e, T e e WA H I S 98¢ Weg & T
a1 7T 3. fSra e a1 areiti & dd S S19d- i, AFT- i 3fe & U § <l Sl .
g ST I WA & Wi &1 I a1 39 et &1 f9d™ iR 3T WA &1 G & 9d &
SR TR BT 8,31 T TR H Tid & TAHRUI & dedl Pl AT IFERT & dedl &b araq
&1 UgE Gl § I8! HEayul gid 3. od Igat ate ey a1 faemff &t v gt & o & T wen
S Hehd ¢ fb I8 TRMGR dred 3 a1 e ¥ Haiftd 8. snyfe awa o <1 98 il g f Rt
T yaferd XA SR ST SR T URGAIBRUl & dd DI a1d 0 I @1 HR ST SRl
HRA P &1 dP ol IR AT X O &, TgT AT I g 742 IAT TRl H U & dd ol
T 71T ? 3R 98 dcd AT T 8 al SYb U 1 W R 87 Ig I T T T3 310 I Ry
B ¢ Yol . Tt HRATT Tifid & IR T &1 91d off FX A 98 T UHR I RS ° 3T
R il B IR W 9ga €t TanT SR Wien & w1e fAfifd g 8. R #% avg difet &
RIS 8T §. afe IS 1% fpat +ft Tuify b o) am TeresR o YT § 1 TR R @1 © T
I B F%ha 8 ora § o I8 Iiiia Wretg Iiiid T8t 38 S, ag anff @iiid A€ 8 S oiR
R ST SUANT Had ¢! W & =0 | g1 S 3. e F a1 Jayd 9 Y UKIAHR0T 61
T STl 3MTaRUT T8} fobeq I UReciiaul & ey o s 2.

qre" T &1 fPMT PR TWRHET ($28R)

YR R T | areg a1 I GHRT 9 6T 6. AP H ofd TR B IR $I
BT g8, a9 dF- & §1g H AT IRORTST & [a®H T o 1y -H1Y aTey Hiid o Wac=ar IRuRT3fi
o1t o goit. fS e arer Sid &1 T Ug@ IR * o T dHeR R &1 off urguia ga.
g IR AYA B GAT d=1S FEd O (AT Y- Tigh & U Ayl 11w, 3G dc 3l
WM SHBR (1. 1830 — 1896) & GRT VT a1 71 §¢ 3fcil W TeRAYR R & Hlfadh el
G & ¢ U1 §¢ 3felt TH URIG TIerR BTd IR & 316 86g 9 & GG 3| 396! 98
@1 IS T W SR W §3 2| WG & 3l WH 39 IR & Jd G3Y & =0 8§ g1 o1 §
S B gUG TID! IR % AI0N dleH & 1Y I3 3. IETG (U I b TH o JTe [P KMgoTgi
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A HABRI B AT fobIR TeRAGR Fofdd o fHMAT =19 7Tia T ST A7 G BIci- daldR]I bl
TH S8 Y4 Sl &1 G U ¥ Yufedl 3R SHGRI &1 AT, foxm1 7/ & ar ft Je1 @1 a1 1=
& P IRM B Jel1g TRAT =Y H R 311, 31 fobmn aRn T H 4t 8, et &) =mamg
& T T TR arey iiia & ot @ St AR TRAT S AW A i e $ 9 § S S 2
(LY HRATT Tid 1)

d9ER A & UgHla iR AHRT aEn # Aeg URd &1 HTaa Wi 3R ARIST TTHod &1 Uh g
fig SER T I ET. U1 68T o1l ¢ & RIaR 3R &g 307 & aresh! & oy Te e _IH
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Beauty of The Baanis Under The Tutelage of The Great Gurus

Dr. Ami Pandya - Assistant Professor
Department of Dance,

Faculty of Performing Arts,

The Maharaja Sayajirao University of Baroda.

“The importance of the bani in which a dancer is trained, the dance ‘lineage’ that one inherits
from one’s gurus is a vital factor in shaping one’s creative growth. A dancer may be
exceptionally talented and the guru may be totally precise. But if the banito which one
belongs is impoverished, flawed, or shallow, one’s artistic evolution may well be stunted. The
qualities that make each bani distinct from the other stem from the individualistic manner in
which the dance alphabets are woven together, the specific ways in which the technical
dimensions are interpreted and not in the least, from the aesthetic principles, ideals, perceptions
and artistic vision of the gurus, who shaped their banis and directed their evolution. The dance
bani is like a vast, majestic banyan tree. The gurus are the branches that send down many roots,
so that the tree grows and spreads, vital and vibrant,” says Alarmel Valli.” (Venkataraman)

“In Bharatanatyam, baanis or schools arose in the last century due to mainly four reasons or
circumstances: Individual villages where gurus hailed from or resided. Two, ambitious and
powerful lobbies of students and parents, who were well connected to promote one guru over
another. Three, clear stylized differences of the torso, hand movements, and posture. And
lastly, due to number of students, ie, popularity.” (Khokar, Attendance)

Like any other classical dance, Bharatanatyam has developed over many years. All of the many
forms of Bharatnatyam originate from the Natya Sastra and are based on the Sadir Katcheri,
which was developed in the 18th century and includes the Alarippu and Tillana. If there are
any variations at all, they are very subtle and solely regional in taste, depending on the
environmental conditioning of that specific village or location as well as the Guru who instructs
the art and modifies it over time in response to both internal and external forces. The method
is demonstrated through the usage of the Baani, or style. Form, language, and music all have
the same general aspect. Upon closer examination, though, distinct elements or qualities have
been introduced by each guru or region. Numerous instructors and dancers improve the dance
form by creating their unique styles. Even if the fundamentals of the art form are the same,
different schools or styles will result in different versions of it. These various styles have arisen
as a result of the modifications and adjustments made to this art form throughout the years by
gurus and teachers. These Baanis are mainly called after the Gurus' Village.

1. Thanjavur Baani:

The Thanjavur Baani, written by the descendants of the Thanjavur Quartet, describes the dance
that was performed by them in the Thanjavur royal court. They had established what is now
known as the Margam, or repertory, of Bharatnatyam. This dancing technique has a loose,
musical flow to it. A modest tempo or pace can be used to do the adavus, which highlights the
true beauty of this style by allowing for a full-body swing. In Madyama Kala, adavus were
composed. Both the Abhinaya and Nritta principles are equally important in this type of
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Bharatanatyam dance.

“The geometric meticulousness in the way the limbs are aligned gives the adavus the
distinctive aesthetic touch. The symmetry and grace in the movements with the body in the
center makes for delightful viewing. A relaxed attitude makes it possible to execute adavus in
a leisurely tempo involving a full body swing with curves which bring out the true grandeur of
this bani. There is no ungainly bending or overstretching of any part of the body at any time.
The head and hand movements are marked by alluring grace with neither stiffness in movement
nor slackness. The large variety of adavus ensures that the tillanas, jatiswarams etc. have
korvais that are not repetitive in nature and have different nritta hastas. The jatis are short and
crisp employing several permutations and combinations so cleverly that the layman does not
realize the extent of complication in the calculation. Mridanga jatis are aligned with the
sollukattus and not the other way round. The gurus of this school believe that power below the
waist and grace above it is the essence of good nritta. The nattuvanars of these bani are also
accomplished musicians and can sing along while wielding the cymbals. The versatility
of the gurus shines through the dance dramas and the ekaharya depictions they have
choreographed, in all of which the aesthetic grace of the Thanjavur bani catches the eye.”
(Khokar, 1481176787P3M14TEXT.pdf)

Abhinaya and Nritta by Kandappa Pillai are well known for their rapid-fire tempo. In Natya
passages, for instance, the concepts and stances were constant, but the dancers would often
pace back and forth, experiencing the liberty of lone artists to freely explore the space while
they portrayed abhinaya. He changed the style in certain ways, highlighting the importance of
rhythm and melody. In the case of jatis or teermanams, for instance, the nattuvanaar recites the
sollukattu while the singers continue to sing and the instrumentalists continue to play the music.

“Kittappa Pillai had a special method of composing jathis. His sancharis came more
through his musical expression than through body language. The musical variations which
he developed had a special audiovisual quality which is very essential in the rendering of a
dance composition. He always took into account the rhythmic aspect of words presents in a
lyric. Kittappa had an impeccable sense of laya and his kalapramana never wavered even a
bit during the course of a composition. His choreography of adavus was always in
madhyama kalam. Sometimes he combined it with sollus in a faster tempo. His sollus form
a beautiful dialogue with the adavu patterns. His jathis, especially in the varnam, were never
too long except for the first trikala jathi. His jathis never sound complicated but when one
starts reciting them with the talam one realizes the clever weave of the pancha jatis and the
korvais. Although Kandappa Pillai implemented certain stylistic changes which emphasized
the role of music and rhythm in a performance. For example, during jathis the singers
continue singing and instrumentalists continue playing the melody, while the nattuvanar
recites the sollukattu.” (Khokar, 1481176787P3M14TEXT.pdf)

Many of the Gurus developed their styles under the Thanjavur school. Large, sweeping
motions, natural beauty in postures and lines, austerity, and energy are its defining features.
The motions of pure dance are geometric and linear, while abhinaya is more traditionally
stylised than realisticc Some of the famous Gurus and performers are,
Kitappa Pillai, Alarmel Valli, K. N Dandayudapanipillai, T. Balasaraswati and many more.
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2. Pandanallur Baani:

Meenakshi Sundaram Pillai is credited for creating this particular Bharatanatyam style. The
intense and distinctive adavus, the intricacy of its rhythmic permutation, clarity, and precision
are the key characteristics of the Pandanallur style. First, music has to be composed for Adavus.
Melody and hand movement are invariably linked to this particular Baani. The movements and
solkattu are made beautiful and flawless by theermanams, which are often short and sweet. In
contrast to lokadharmi, natyadharmi received greater attention. Every abhinaya section
included kulukku nadi as a constant. The most important aspects of the abhinaya were the wide
arm swing and clarity of the hastas. It is founded on linear geometry and emphasizes more on
exact motions, delicate footwork, and a stronger usage of linear hastas.

“Margam was mandatory. Kautvam and todaya mangalam, or even the pushpanjali did not
feature in the Pandanallur repertoire of those early years. Meandering digressions in the name
of sancharis were offensive for these gurus. In their interpretation of padams and javalis,
vulgarity in any form and unwanted prolonged poses and acrobatic renderings of nritta were
refrained by the Pandanallur gurus. The body had to lean forward from the waist upward. One
had to relax and smile was a must. Covering the stage was important too, with supple, graceful
movements, not too many leaps.” (Khokar, 1481176764P3M13TEXT.pdf)

“Variety of sitting postures and intense jumps and swift movements characterize this style.
Generally, movements in this style appear feminine.” (Sadangaya)

3. Vazhuvoor Baani:

Ramaiah Pillai of Vazhuvoor is the creator of it. With an emphasis on lasya rather than
tandavam, this design is more feminine. It is distinguished by its quickness, vivacity, grace,
and striking sculpture-like positions. This technique adds a spur to jati with nine beats; all three
speeds will be done, and the jathis are quick. Instead of having the dancer just stand there,
breathing deeply, with her arms at her waist, he incorporated a multitude of positions to visually
transition between jathis. “He preferred the Mandahasan smile, ever-present on the dancer’s
face, and his acute sense of proportion balked at everything overdone.” (Venkataraman) This
style also emphasizes sollukattu, resulting in a powerful and energizing effect. It uses adavus
that is more exact, and its arm motions reach down to the toe. The Vazhuvoor style adheres to
all of the Natya Shastra's guidelines.

A Thodaya Mangalam honouring Gnana Sabesa, the town of Vazhuvoor's reigning deity,
typically opens traditional performances. The adavus flow smoothly, with seldom sharp
movements and deep sitting positions. Static postures are added in this form, usually in the
tillana, to break up the monotony and add variations of rhythms. There are more korvais in the
jatis, and each jati incorporates a leap. The dancer's torso is slightly bent forward from the waist
up. Abhinaya storytelling was heavily influenced by this method. One of the main
characteristics of this approach is realistic abhinaya.

“The abhinaya of this style is subtle, suggestive, and evocative rather than illustrative. The
emotion is conveyed primarily through the eyes and the hands have a subsidiary function
in embellishing the meaning further. Care is taken not to distort the face even while depicting
emotions like bibhatsa (disgust) since visual aesthetics is the norm. Even allusions to stories
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and events are brief and precise. Abhinaya follows the music and not vice versa. The
Vazhuvoor school preferred bhakti and madhura bhakti as its motive.” (Khokar,
1481177073P3M16TEXT.pdf) Some of the famous Gurus and performers are Padma
Subramaniam, Chitra Visweswaran, Kamala Lakshmi Narayanana, Priyadarshini Govind,
Malavika Sarrukkai, etc.

4. Mysore Baani:

This style originated in the court of Krishna Raja Wodeyar I11. In his court, numerous talented
dancers excelled. The primary innovator of this dance style is Jetti Tayamma. At the age of
fifteen, she was hired by the Mysore court as a court dancer.

In contrast to angular movements, this style emphasizes dance's lyrical and expressive
elements. Both ashtapadis and kannada javalis are widely performed by it. In addition to the
standard repertoire of alaripu, Jatiswaram, Shabdam, VVarnam, Padams, Javalis, Tillanas, and
Sanskrit slokas, the repertory includes distinctive characteristics such as Pushpanjali, Churnika,
Ganesh Vandana, and Nilugade. The Mysore style is renowned for its beautifully rendered and
artistic abhinaya, but it is also rich in nritta and lyrical beauty in the adavus. Famous composers'
beautiful lyrical compositions are showcased in the abhinaya pieces. They have unique
characteristics and are abundant. Many karanas and sculpture-like positions are also a part of
it. Instead of pataka, tripataka, or katakamukaha, this style is distinguished by its flowery hand
movements using alapadmas.

“Most of the Bharatanatyam items performed were of the Thanjavur Quartet as Chinnayya
lived at the court of Mysore for a while. The abhinaya numbers showing the lyrical beauty of
great composers were different, innumerable and special. Even in the adavus, the lyrical
beauty of movement can be seen. The Mysore bani was known for flowery hand gestures
using alapadmas and more than geometrical and linear ones like pataka, tripataka and
katakamukha. Angasuddham, neat araimandi with the back upright and not protruding, clear
hastapada distribution, well defined adavu structures, kalapramana suddham, rhythmic
pattern that contain intricate laya nuances without outward display, nattuvangam technique
that is devoid of any show and magic and the clarity and completion of adavus with firm
stamping, each one landing with precision, are all important features of this tradition. The
linking of adavu patterns with musical segments forms a lively coordination. Abhinaya here
was musically visualized. Leisurely singing, sangati-oriented or raga expansion blending with
the hand and the eyes that follow to create a wholesome picture with an innate beauty were
hallmarks of this technique. Nuances of abhinaya are expressed in subtlety and dignity; even
in the depiction of sringara, the force of the feeling is intent within while the dancer’s outward
display is subdued to suit the stage. Depiction of role reversal in episodic narration is not
employed.” (Khokar, 1481176808P3M15TEXT.pdf)

Some of the famous Gurus and Performers are, Smt Venkatalakshamma, Manaswini and
Revathi Ramachandran, Smt Lalita Srinivasan, Dr. Vasundhara Doraswamy etc.

5. Kalakshetra Baani:
The style known as Kalakshetra was developed by Rukmini Devi, the creator of Kalakshetra
in Chennai. It is a simplified version of Pandanallur and, to a lesser degree, Thanjavur baani.
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She did not alter the actual itemization of the Bharatnatyam recital since she fully embraced
the path set forth by the Thanjavur Quartet. Several masters have contributed to Kalakshetra,
including the founding guru Muthukumaran Pillai, Meenakshi Sundaram Pillai,
Chokkalingam Pillai, and later Dandayudhapani Pillai and Mylapore Gowri Ammal. The
gurus who taught there were all followed by some of the first gurus of Kathakali, who added
hastas and accentuated eyebrow and eye motions.

Gopalakrishna Bharati and Thyagaraja Kritis' poetry were integrated by Rukmini Devi into her
collections. She made several significant improvements to the dance, one of which was aharya
abhinaya, or expressiveness in the staging, décor, and costumes. Along with these adjustments,
she also brought in a dark blue backdrop, moved the musicians' seats upstage to the right of the
dancer, and changed the outfits. By emphasizing accuracy and precision in technique, the
Kalakshetra bani goes one step further.

In addition to some movements being overdone, there is less lasya and no rechakas. The
linearity and geometry are more expansive. Steady and controlled movements are made. A
narrow kind of adavus are used in it. In Sringara items, some sexually explicit mudras are
eliminated, and Abhinaya is also unrealistically stylized. Some lines can also be rendered
extremely literally, without any metaphorical undertone.

It is possible to credit Rukmini Devi's vision, intuition, and sensitivity for her treatment of the
mudras, her use of the stage, her specific application of the spine, her tautness of form, and her
delicacy of expression. She also greatly expanded the vocabulary of basic movement according
to the system of unfurling, in progressively complex and varied patterns. She brought new life
to, altered, expanded, composed, and created moves that had never before been seen on stage
in such a way that the young dancer of today has a vocabulary considerably greater than that
of her predecessor. The emergence of the Kalakshetra baani can be understood as a logical
progression resulting from Rukmini Devi's aspiration to express herself through a more
complex medium.

“Rukmini Devi personally trained the early dance students, who then took on the responsibility
of teaching new students. She held a special morning class where she taught ballet exercises.
She refined and classified the adavus, the basic steps of the dance, making them efficient and
beautiful, and systematized a teaching methodology for the dance form she inherited.” (Khokar,
1481177103P3M17TEXT.pdf)

Some famous Gurus and Performers are, Guru K. J. Govindarajan, Guru Shri G. Elangovan,
and Guru Smt. Marie Elangovan.

6. Mellatur Baani:

Mangudi Doirairaja lyer is credited with creating this style. It is renowned for emphasizing the
shringara rasa and for its delicate footwork. This type of dancing allows the audience to
concentrate on the chalenga ie. ghungaroo and the rhythm of the music by not having dancers
stamp their feet firmly on the ground. The two primary components of this style are Shringara
and Bhakti Rasa.
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As a result, we may state that each Baani is uniquely marked by the Gurus who disseminated
it. They preserved the ancient wisdom of Bharatnatyam while adding their unique touch with
their professional sensibility. Even though they appear to differ from one another, they both
possess the same qualities that characterize Bharatnatyam's performance and character.
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Introduction

Education is the fundamental right of humankind. In India, “Right to Education” is an
instrument to fight for basic education facilities in mainstream education. Mainstream
Education should cater the needs of every section of society. “India is a multicultural society
made up of numerous regional and local cultures. People’s religious beliefs, ways of life and
their understanding of social relationships are quite distinct from one another. All the groups
have equal rights to co-exist and flourish, and the education system needs to respond to the
cultural pluralism inherent in our society. (National Curriculum Framework, 2005)” (Julka
2014)

Many sections in the society need special care and attention. Those groups, excluded from
mainstream education are now empowering themselves to get them in. Students with Learning
Disabilities are still not getting opportunities to study in mainstream school education system.
“The National Policy for Persons with Disabilities, 2006 (PWD) voiced the need for
mainstreaming of persons with disabilities in the general education system through inclusive
education, identification of children with disabilities through regular surveys, enrolment in
appropriate and disabled friendly schools till successful completion of education.” (ReportNEP
2016)

There are variations in physical, psychological and intellectual characteristics of students in a
society. As not all five fingers are equal and alike, we have treated every student with dignity
and respect for his individuality and personality so that he /she can learn and achieve success
in school. “Inclusive education strives to address the learning needs of children with special
needs, with a particular focus on those who are subject to being isolated and excluded. The
philosophy behind inclusive education is to promote opportunities for all children to
participate, learn and have equal treatment, irrespective of their mental or physical abilities.”
(thehindu, 2018) We are not still ready to include students of special needs to our public
schools. The whole education system and society need to be reformed.

“Promoting inclusion is about reforming the education system. Inclusive education is much
more cost effective than a segregated system, not only in terms of the running costs but also
the long-term costs on the society. -Roger Slee” (UNESCO 2005)

Inclusive education especially for students with Learning Disabilities is more complicated as
they learn with a much longer delay compared to others. Word ‘Inclusive’ is rather used in
much broader prospective. “Initially, it referred to children with disabilities (the medical
model) who could not join the mainstream because of the impairments and had to be taken care
of separately, often in special schools, and given what is classified as ‘special education'. Later,
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the term was expanded to include all those children who were involuntarily excluded from the
mainstream education for reasons that have to do with their economic, social, or cultural status
or lifestyle.” (thehindu.com 2018)

Learning Disabilities

Learning disabilities are one of the most recently recognized and controversial of all
exceptionalities. In order to evolve unified definition, the Individuals with Disabilities
Education Act (IDEA) was developed in order to provide a definition. Although the concept of
discrepancy is not included in the IDEA definition, it can help us arrive at an operational
definition. “A disorder in one or more of the basic psychological processes involved in
understanding or in using language, spoken or written, which may manifest itself in an
imperfect ability to listen, think, speak, read, write, spell or do mathematical calculations.” The
learning disabled have difficulties with academic achievement and progress; discrepancies
exist between a person’s potential for learning and what s/he actually learns. Discrepancy
between capacity and achievement in one or more of the following academic areas may be a
feature of learning disability: -

» oral expression

+ listening comprehension
* written expression

* basic reading skills

+ reading comprehension

* mathematical calculation
* mathematical reasoning

School students may experience difficulties in many activities such as Copying notes from the
board, Listening comprehension, Vocabulary Development, Multiple meanings,
Memorization, Pronouncing & spelling multisyllabic or irregular words, Applying
capitalization & punctuation rules, Slow reading speed, Slow rate of comprehension,
Organization of ideas, Determining informational hierarchies and many other .There are is a
well defined structure of learning process which is a combination of Direct Instruction and
Constructivism. Goal of Regular & Special Education is to support students in becoming
independent learner.

Inclusion provides opportunities for the development of appropriate attitudes towards people
with a range of disabilities. Exposure to students of all types on a daily basis allows typical
students to see that, just like themselves, students with disabilities have strengths and weakness,
and good days and bad days (Westwood, P., Graham, L., 2000) The basic model of education
should be inclusive for such students with disabilities and especialy when students are having
problem in learning skils.

Music in the Learning Process

Learning is the acquiring knowledge or skills through study, experience, or being taught.
According to Kolb, this type of learning can be defined as "the process whereby knowledge is
created through the transformation of experience. Knowledge results from the combinations of
grasping and transforming experience." it may be also explained as “Learning is the process of
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building up memories for future use. The entire process of learning is activated and harmonized
by music and musical activities collectively called music therapy when done with a purpose to
heal someone physically or mentally.

“Music therapy is a relatively recent development in complementary health care which is
commonly used to help children suffering from a wide range of psychological and learning
disorders.” (D.Aldridge, G Gustoff and L Neugebauer 1995) many studies have been conducted
to relate music with easy learning process to every age group and section of society. Mr. Don
Campbell conducted clinical studies relating music and sound therapy to learning disorders.
“Neural basis for retention is termed as ‘engram’. Memory is the ‘static residue’ of past activity
in a neural pathway. Each learning trial involves reactivating the same neural circuit.
Eventually, the circuit is in some sense permanently modified, and when it is stimulated only
partially later, the entire circuit is reactivated. Music enhances the bio-chemical nature of the
memory”. Experts use selected compositions to play in such a way to activate the potential
chemical agent in mind. Music as a refined sound gets into the neural circuit to take its own
specified neural path. There are a number of chemical substances are involved in the “memory
molecule”. Compositions selected according to the client’s need and likening helps to activate
the neural circuit and enhance the concentration of the individual.

How inclusion is easy with musical intervention

Indian music is melody-based music enriched with many traditional Dhunn and Ragas. Those
compositions are based on systematic patterns of notes. These “unique phrase of notes in a
Raga suggesting its characteristic feature is Ragang. Unique pattern of notes (Swaras) that are
recognized easily are called Ragang named after its parent Raga.” (Tomer 2013) Thease pattern
can be easily recognized and are repeatedly used in any composition of that Raga.

Students having difficulties in learning can easily be taught a phrase of santance or topic in
any phrase of notes may be a Ragang. this is similar to Melodic Intonation Therapy but differs
as the set of notes in MIT is not specific and predefined. “Melodic Intonation Therapy (MIT)
aims to convert singing into speech; the term ‘intonation’ simply means ‘singing’. It
emphasises the melodic patterns that already exist in normal speech.” (Cohen 2010). MIT is
very helpful in aphasia and similar disease. Using Ragang in many learning disabilities will be
helpful in many ways such as:

e Itis predefined set of notes of around 30 Ragang, which are unique and easy to recognize.

e Those are accepted to all Indian classical music fraternity and can be taught by any teacher
in case of transfers of teachers or shifting of students.

e It will provide uniformity to process of Learning and teaching.

e Set of notes will act as Clue to student to remember the lesson associated to it.

e Ragang generally are not too long or complicated so that students of inferior learning
condition can’t learn.

Conclusion

Inclusive education for such students with learning disabilities will be easier with music as
normal students will able to enjoy music. Music is a universal language and helps in
concentration and mental peace.
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Inclusive model with music as medium possibly be developed using Ragang and similar
unique/popular phrase of notes.

Bibliography

1. Balasubramanian, Anusha. thehindu. january 19, 2018. http://www.thehindu.com/todays-
paper/tp-features/tp-opportunities/Inclusive-education-for-children-with-special-
needs/article12542771.ece (accessed january 19, 2018).

2. Cohen, Aviva. "Melodic Intonation Therapy." Research and hope ,2010: 1.

3. D.Aldridge, G Gustoff and L Neugebauer. " A Pilot study of music therapy in the
treatment of children with developmental delay." Complementary Therapies in Medicine,
1995: 3,4,197-205.

4. Forlin, C. "Teachers’ perceptions of the stress associated with inclusive education and
theirmethods of coping." National Conference of the Australian Association of Special.
Brisbane: National Conference of the Australian Association of Special, 1997.

5. Julka, Anita. ncert. january 03, 2014.
http://www.ncert.nic.in/departments/nie/degsn/pdf files/INDEX%20FINAL%20FOR%?2
OWEBSITE.pdf (accessed january 27, 2018).

6. ReportNEP. nuepa.org. July 1, 2016.
http://www.nuepa.org/New/download/NEP2016/ReportNEP.pdf (accessed january 27,
2018).

7. thehindu.com. 01 18, 2018. http://www.thehindu.com/books/Inclusive-education-policy-
amp-practice/article16298032.ece (accessed january 18, 2018).

8. Tomer, Awadhesh pratap singh. "Ragang Based Raga Identification System." /OSR
Journals, 2013: 16.

9. UNESCO. Guidelines for Inclusion.: Ensuring Access to Education for All. Guidelines,
UNESCO, 2005.

10. Westwood, P., Graham, L. . "How many children with special needs in regular classes?
Official predictions vs teachers’ perceptions in South Australia and New South Wales."
Australian Journal of Learning Disabilities, 2000: 24-35.

56



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

The historical significance and influence of the Farrukhabad Gharana of
Tabla

Azamali Kalavant — Research Scholar

Dr. Kedar Mukadam — Research Guide
Department of Tabla, Faculty of Performing Acrts,
The Maharaja Sayajirao University of Baroda.

Origin and Development of the Farrukhabad Gharana

One of the most respected and significant traditions in the art of tabla playing is the
Farrukhabad Gharana, which is well-known for its complex compositions, emotive range, and
complicated rhythmic patterns. The Farrukhabad Gharana, was was founded in the early 1800s
by Ustad Haji Vilayat Ali Khan, has had a significant influence on Indian classical music,
shaping the advancement of tabla accompaniment in live performances as well as the technique
of playing the instrument.

Ustad Haji Vilayat Ali Khan established the Farrukhabad Gharana in Farrukhabad, the village
where Hajisaab was born in Uttar Pradesh, India. Originally trained under the Lucknow
Gharana, Ustad Haji Vilayat Ali Khan aimed to develop a unique playing style that would
represent a fresh aesthetic and technical perspective on the tabla. His profound awareness of
rhythm and spiritual tendencies inspired him to create a style that prioritized rhythmic pattern
execution that was clear, precise, and graceful.

The vision and skill of the great Ustad Haji Vilayat Ali Khan provided the groundwork for the
development of a distinct and significant tabla playing school. In the tabla world, Ustad Haji
Vilayat Ali Khan and his lineage are famous; many, if not most, tabla solos feature a dramatic
conclusion with traditional gats (fixed compositions) derived from this lineage. The
Farrukhabad gharana is highly respected among musicians and is known for its powerful

playing style.
Ustad Haji Vilayat Ali Khan was a very unique character in the history of Indian Classical

Music. The term Haji by which he is recognized is unique as there are not many musicians who
are actually recognized by this title. This identity itself cements the gharanas unique allure.

The story of how Ustad Haji Vilayat Ali Khan came to be known as Haji is also tied to the
story of the formation of the Farrukhabad Gharana itself. Ustad Haji Saab was a renowned
tabla player and was the student of Ustad Bakshu Khansaab, who was one of the founders of
the Lucknow gharana. At the time Ustad Haji Vilayat Ali Khan was learning tabla from Ustad
Bakshu Khansaab he became a very well renowned musician.

Ustad Haji Vilayat Ali Khan famously performed the pilgrimage of Hajj 7 times. The
pilgrimage of Hajj is something that Muslims are obligated to perform once in their lifetime if
they have the means of doing so. During his visits to Mecca, he famously asked only one prayer,
and that has become part of the legend of Ustad Haji Vilayat Ali Khan. He would ask that
"Mere Tabla ko Peeth na lage™ meaning that nobody could ever turn their back to Hajisaabs
tabla and that he would be a legendary figure in tabla in the times to come.
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Ustad Haji Vilayat Ali Khansaab famously was in a dangal with Ustad Salari Khansaab which
had reached a conclusion after having exhausting all the gats they had learned. He then played
7 additional gats which came to him from divine inspiration. This story marks the birth of the
Farrukhabad gharana.

The repertory of the Farrukhabad Gharana is both traditional and inventive, which sets it apart.
The compositions of Ustad Haji Vilayat Ali Khan and his adherents are numerous. These pieces
were distinguished by their complex patterns, exquisite lyrics, and skillful fusion of strength
and tenderness. The Farrukhabad style is known for striking a balance between artistic
expression and technical mastery.

The specialty of the Farrukhabad gharana was gats, traditional set compositions which are
typically played towards the end of performances. The Farrukhabad gharana is known for a
wide variety of expressive gats, and this is something that resonates with other parts of their
performance as well.

Vadan Shaili:

Bold rhythms that are both intricate and melodious are trademarks of the lyrical and delicate
playing style of the Farrukhabad Gharana. The ability to convey emotion through rhythm,
balance between the two drums (the "dayan™ and the "bayan™), and sound clarity are all highly
valued in the gharana. Complex "tihai* (a rhythmic phrase repeated three times), "gat" (a set
composition), and "paran™ (a style of composition that frequently contains bols inherited from
the pakhawaj) are common features of Farrukhabad compositions. This gharana is very good
at supporting vocal and instrumental performances because of its grace and subtlety.

The Farrukhabad Gharana is an offshoot from the Lucknow gharana and its playing style and
the openness of the hand is an element of this gharana as well. It falls under the larger subgroup
of "Purab Baaj" which also encompasses the Lucknow and Banaras gharanas. Purab Baaj style
of playing can be characterized by more whole hand playing instead of fingertips. It is also
known as "Khula Baaj" (Khula meaning open) as opposed to the Delhi "Band Baaj" (Band
meaning closed). The Farrukhabad gharana has much in common with the Lucknow style of
playing. However as opposed to the Lucknow gharana there is more focus on closed shahi bols
such as "Dhit Dhit", "Kita Dhi Ti Ta" and "Dhir Dhir kita taka takita Dha". There also many
compositions which use open bols such as "Dhinge”, "Kdan","Gdan", and "Thun."

The compositions (kaidas, tukras, gats) and complex rhythmic patterns (layakaari) of the
Farrukhabad Gharana are well known. The gats and their presentation have been a legendary
part of tabla playing. Farrukhabad gharana has many traditional compositions and is well
known for being a gharana with a extensive repository of material. The tabla musicians of the
gharana are renowned for their skill in deftly and fluidly weaving intricate rhythmic cycles.
Their works frequently contain complex variations and minute nuances that call for a strong
grasp of rhythm. This intricacy has affected the perception of tabla as a solo instrument that
may display talent rather than only serving as an accompaniment. Power and delicacy are
combined in a balanced manner that is characteristic of the Farrukhabad Gharana. Due to this
combination, the style is flexible and adaptive, allowing for both strong, resonant strokes and
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delicate, nuanced touches. Throughout various gharanas, the harmony between artistic appeal
and intricate rhythms has served as an inspiration to numerous tabla players.

Notable Figures:

The Rise of Prominent Figures the Farrukhabad Gharana owes much of its development and
widespread influence to the contributions of several key figures.

Ustad Masit Khan

Ustad Haji Vilayat Ali Khan's direct descendant, Ustad Masit Khan, served as the Khalifa of
the Farrukhabad Gharana. He was born in the 1880s and was in charge of instructing a large
number of people in the early 1900s about the traditions of the gharana. He settled in Kolkata
and is considered largely responsible for popularizing the tabla in the region. His students
include artists such as Pandit Gyan Prakash Ghosh, Ustad Karamatullah Khan, and Ustad
Rehaman Khan.

Ustad Ahmedjan Thirkwa

Among the most renowned tabla maestros of the 20th century was Ustad Ahmedjan Thirakwa.
Furthermore, he is frequently referred to as "The Mount Everest of tabla.” Born in Moradabad,
India, in 1892, he was renowned for his unmatched skill and command on the tabla. At twelve
years old, he started training under the renowned Ustad Munir Khan. Although he was a
member of the Farrukhabad Gharana, his style combined elements of other gharanas, giving
him an incredibly wide and varied repertory. Thirakwa's ability to bring out the most subtle
aspects of rhythm in his playing was evident, along with his lightning-fast fingers and
precision.

In addition to his recordings and performances, Thirakwa Khansaabs legacy also encompasses
his work as an educator. He taught a number of well-known tabla musicians, including as Ustad
Rashid Mustafa Thirkwa and Pandit Nikhil Ghosh. He is today regarded as a great legendary
figure in Indian classical music and has had a significant impact on the art of tabla playing,
continuing to forever inspire many musicians.

Ustad Karamatullah Khan

The Khalifa of the Farrukhabad Gharana and a renowned tabla maestro, Ustad Karamatullah
Khan is renowned for his outstanding contributions to Indian classical music. Ustad
Karamatullah Khan was born in 1917 and came from a musical family with strong roots. His
father, Ustad Masit Khan, was also a renowned tabla musician. Ustad Karamatullah Khan was
well known for the complex patterns he incorporated into his tabla compositions, as well as for
having an excellent sense of rhythm and clarity of sound. Because of his mastery of the
technical and artistic facets of tabla, he became a highly sought-after accompanist for some of
the most renowned artists of his era. His ability to accentuate the distinct flavor of the
Farrukhabad Gharana—which is renowned for its elaborate and expressive compositions—was
especially appreciated.

Apart from his profession as a performer, Ustad Karamatullah Khan was also a committed
educator. His knowledge and expertise were passed on to many students, guaranteeing the
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survival of the Farrukhabad Gharana's traditions. Among his most illustrious followers, Ustad
Sabir Khan, his son, has continued his father's tradition. Due to his well-known contributions
to the field of Indian classical music, Ustad Karamatullah Khan received numerous honors,
including the Sangeet Natak Akademi Award. His recordings, students, and the illustrious
Farrukhabad Gharana heritage he so skillfully preserved all bear witness to his lasting
influence.

Pandit Nikhil Ghosh

Indian classical musician, tabla virtuoso, and instructor Pandit Nikhil Ghosh was well-known
for his contributions to the Indian music scene. Pandit Nikhil Ghosh was also the younger
brother of the renowned flautist Pandit Pannalal Ghosh. Pandit Nikhil Ghosh was born on
December 28, 1918, in Barisal, which is now in Bangladesh. One of the most significant tabla
players of the 20th century was Pandit Nikhil Ghosh. He studied tabla from some of the best
tabla maestros of the era, Ustad Ahmedjan Thirakwa, Ustad Amir Hussain Khan, and Pandit
Gyan Prakash Ghosh.

In addition, Pandit Nikhil Ghosh was a committed writer and educator. The Indian National
Institute of Music and Arts (Sangit Mahabharati), which he created in Mumbai in 1966, has
grown to be one of the most prestigious establishments for the study of Indian classical music.
His music writings, such as "Fundamentals of Raga and Tala," are widely utilized as reference
materials by academics and students alike. Generations of musicians have been inspired by his
lasting impact on music education.

Ustad Amir Hussain Khan

One of the most respected tabla players of the 20th century, Ustad Amir Hussain Khan is well-
known for his significant contributions to the tabla genre and his position as a central figure in
the Farrukhabad Gharana. Another moniker for him was the "Doyen of Farrukhabad.” He came
from a family of musicians and was well-versed in the customs of Indian classical music. He
was born in 1899. Under the careful supervision of his uncle, Ustad Munir Khan, Ustad Amir
Hussain Khan's training got underway. Ustad Amir Hussain Khan's ability to convey intricate
rhythmic patterns with seeming ease and clarity were hallmarks of his playing. He was
especially well known for his powerful presentations of Rela.

The teaching career of Ustad Amir Hussain Khan is among the most important facets of his
legacy. Many well-known tabla players who became experts in their own right were his
students such as; Dr. Aban Mistry, Pandit Arvind Mulgaonkar, and Pandit Nikhil Ghosh.

Ustad Amir Hussain Khan was highly regarded for his ability to convey profound emotions via
his playing in addition to his technical proficiency. His contributions to Indian classical music
were well-known. Even in his senior years, he kept on performing and instructing, serving as
an inspiration to countless musicians. Ustad Amir Hussain Khan left behind a rich legacy that
still motivates tabla players and music enthusiasts worldwide. He is regarded as one of the
finest representatives of the Farrukhabad Gharana and has had a significant impact on the art
of tabla.
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Ustad Munir Khan

Ustad Munir Khan was a highly respected and influential tabla maestro, particularly known as
a key figure in the Farrukhabad Gharana. Born in the mid 19th century, Ustad Munir Khan's
contributions to the art of tabla were profound, both as a performer and as a teacher who shaped
the careers of many significant tabla players. Ustad Munir Khan was known for his deep
understanding of rhythm and his mastery over the intricate compositions and techniques that
define the Farrukhabad Gharana. He studied from the sons and son in law of Ustad Haji Vilayat
Ali Khan.

Ustad Munir Khan was a key historical figure in tabla who was the catalyst for the accumulating
of the knowledge of different gharanas. He famously studied from up to 24 gurus of his time
and compiled a vast array of knowledge. Ustad Munir Khan's influence was immense, primarily
through his role as a guru. He trained several notable tabla players, many of whom went to
become some of the greatest tabla players of their generation. His students include names such
as Ustad Ahmedjan Thirkwa, Ustad Amir Hussain Khan, Pandit Suberaomama Anokelkar,
Ustad Shamsuddin Khan, Ustad Habibuddin Khan, and many many more.

With an emphasis on both the technical aspects of tabla playing and the deeper aesthetic and
philosophical ideas that underpin Indian classical music, Ustad Munir Khan's instruction was
rigorous and methodical. He is highly regarded by tabla players and musicians for his
contributions to the Farrukhabad gharana and Indian classical music in general. His influence
can still be seen in the Farrukhabad Gharana's rich traditions and his pupils. In the field of
Indian classical music, he is still held in high regard for his commitment to the tabla and his
part in influencing some of its most significant players.

Lasting Influence

The Farrukhabad Gharana is still highly regarded today and continues to grow as new
generations of tabla players are inspired by its rich history and are also creating new things
within its boundaries. Globally, tabla musicians’ study and execute the compositions and
techniques of the gharana, and its impact may be observed in both traditional and modern
situations. The Farrukhabad Gharana's enduring influence can be attributed to its ability to
combine technical mastery with emotional nuance, producing tabla performance that is both
creatively fulfilling and intellectually demanding. Its contributions to the tabla art form have
influenced the function of the instrument in Indian classical music, guaranteeing that artists of
future generations would draw inspiration and guidance from the gharana's heritage.

The work of several contemporary tabla players demonstrates the Farrukhabad Gharana's
impact on solo tabla performance. Farrukhabad compositions are frequently included by artists
from different gharanas in their solo concerts, demonstrating the gharana's continuing
influence. With its focus on expressiveness, clarity, and structure, the gharana's method of solo
performance has established a standard that continues to motivate tabla artists all around the
world.

The great maestros of the Farrukhabad gharana each contributed their own innovations while
upholding the gharana's fundamental ideas, guaranteeing its continued relevance and life over
many decades. The Farrukhabad Gharana has had a significant impact; it is distinguished by
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its sophisticated rhythmic playing, well-balanced style, integration of diverse musical genres,
and robust pedagogical legacy. Its influence is still felt in the tabla community, where Indian
classical music is produced by both modern and traditional musicians.

Global tabla popularity has also been greatly aided by Farrukhabad Gharana solos. The
gharana's solos are approachable and captivating for listeners outside of the conventional
Indian classical music circles because of their emphasis on aesthetic appeal and emotional
expression. This has aided in the tabla's rise to prominence in global music as an intricate and
adaptable percussion instrument. The influence of the Farrukhabad Gharana on solo tabla
performance has been significant and extensive. The gharana has contributed to the world of
Indian classical music by adding much repertoire in the tabla which has aided its recognition
into a solo instrument that can express intense emotion as well as technical mastery.
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Abstract

The gharana system, a cornerstone of Indian classical music, represents distinct musical
lineages that have evolved over centuries. Each gharana, characterized by its unique approach
to raga interpretation, ornamentation, and performance practice, has contributed to shaping the
musical landscape of both Hindustani and Carnatic classical traditions. This paper explores the
enduring influence of these gharanas on modern Indian classical music through a comparative
study of key vocal and instrumental gharanas. As the world globalizes and music becomes
more accessible through digital platforms, the traditional gharanas continue to influence
contemporary musicians, though many artists blend these techniques with modern innovations.
By comparing the stylistic approaches of different gharanas, this research highlights how these
schools remain relevant in today’s music scene while adapting to new cultural contexts.

Keywords: Gharana system, Indian classical music, Raga interpretation, Modern music
adaptation, Comparative musicology

Introduction

The concept of gharana in Indian classical music is rooted in the rich tradition of knowledge
transmission through the guru-shishya parampara (teacher-disciple lineage). Derived from the
word "ghar," meaning "house" or "family" in Hindi, gharanas represent musical lineages where
specific styles, techniques, and interpretations are passed down over generations. Each gharana
has a unique identity, developed through regional influences, the personal innovations of
masters, and pedagogical methods. The system is more prevalent in Hindustani classical music
(North Indian), though parallels can be drawn with schools in Carnatic music (South Indian).
The gharana system can be traced back to the 16th century when musicians, patronized by royal
courts, developed distinct regional styles.

This research seeks to examine the influence of these musical lineages on modern Indian
classical music, particularly in terms of raga interpretation, ornamentation, performance
practice, and teaching methods. Modern musicians often blend traditional techniques with
contemporary innovations, making it essential to explore how gharanas continue to shape this
evolving musical landscape.

This study aims to answer critical questions: How do traditional gharanas influence modern
performance styles and compositions? In what ways have modern musicians incorporated these
traditional gharanas with contemporary musical trends? By focusing on vocal gharanas (such
as Gwalior, Kirana, and Patiala) and instrumental gharanas (like Maihar, Imdadkhani, and
Banaras), this paper will highlight the continued relevance of these schools in contemporary
music.
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The research will take a comparative approach, analyzing differences and commonalities
between vocal and instrumental gharanas. It will also examine how gharanas are adapting to
new cultural contexts, including globalization, technological advancements, and the fusion of
genres. This investigation will provide insight into how musicians negotiate tradition and
modernity while maintaining the integrity of their gharana lineage.

Historical Context of the Gharana System

The history of the gharana system is deeply intertwined with the development of Indian
classical music, especially in the Mughal courts and other regional centers of power during the
medieval and early modern periods. The gharanas began to crystallize in the 17th and 18th
centuries, as musicians migrated to various parts of India, spreading their art under the
patronage of rulers and noblemen. These musicians developed unique stylistic interpretations
of ragas and talas, creating distinct schools or gharanas.

The Gwalior Gharana, one of the oldest and most influential gharanas in Hindustani classical
music, is often credited with formalizing the khayal (imaginative) singing style. The Kirana
Gharana, known for its slow, meditative approach, and the Patiala Gharana, with its emphasis
on intricate rhythmic patterns and taans, are other prominent examples. These vocal gharanas
were born out of the interplay of regional, cultural, and personal influences, often centering
around the guru-shishya parampara system.

On the instrumental side, gharanas for sitar, sarod, and tabla developed around the same time.
For example, the Maihar Gharana, founded by Ustad Allauddin Khan, synthesized various
regional and stylistic influences, emphasizing both instrumental and vocal styles. The
Imdadkhani Gharana, known for its gayaki ang (vocal-style playing), and the Banaras Gharana,
with its intricate tabla patterns, are examples of how regional influences and individual genius
shaped instrumental gharanas.

Each gharana was initially a tightly knit community where knowledge was passed down orally,
and disciples learned not only musical techniques but also the philosophy and ethics of
performance. In the past, gharanas were often fiercely protective of their styles, with musicians
refusing to teach their techniques outside the family or their closest disciples. However, as
Indian classical music began to move beyond the courts and temples into the public sphere,
these traditions started to spread more widely.

The rise of recording technology and the globalization of Indian classical music in the 20th
century brought significant changes to the gharana system. While some musicians remained
loyal to the distinct styles of their gharanas, others began incorporating elements from multiple
gharanas, leading to more hybrid styles. Despite these changes, the core identity of gharanas,
rooted in their historical contexts, continues to influence modern Indian classical music in
profound ways.

Key Characteristics of Major Gharanas

The unique characteristics of each gharana lie in their approach to ragas, talas, ornamentation,
and performance style. Vocal gharanas like Gwalior, Kirana, and Patiala each offer distinctive
methods of raga elaboration, emphasizing different aspects of musicality.
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o Gwalior Gharana: Considered the oldest and one of the most foundational gharanas, the
Gwalior Gharana emphasizes clarity, simplicity, and precision in the execution of ragas.
The singers of this gharana prioritize the bol-alap (the slow elaboration of the text) and
bandish (compositions), ensuring that the raga’s framework is expressed with minimal
ornamentation. The approach is straightforward, focusing on the raga’s essential melodic
and rhythmic structure,

o Kirana Gharana: In contrast, the Kirana Gharana is known for its slow, meditative
approach to ragas. This gharana emphasizes sur (pitch) and meend (gliding between notes),
often elongating the alap section to fully explore the emotional depth of the raga. The
Kirana style prioritizes the emotional and spiritual aspects of music, with minimal rhythmic
play. This style has had a significant influence on modern-day vocalists, especially those
interested in introspective and contemplative renditions of ragas.

o Patiala Gharana: The Patiala Gharana, on the other hand, is known for its elaborate and
vigorous taans (rapid note sequences) and complex rhythmic structures. Musicians from
the Patiala Gharana often incorporate a more flamboyant style of singing, with dramatic
variations in tempo and rhythm. The emphasis on rhythm and virtuosity makes it a popular
gharana for audiences, particularly in concert settings.

For instrumental gharanas:

e Maihar Gharana: Founded by Ustad Allauddin Khan, the Maihar Gharana is known for
its rigorous discipline and eclectic approach. This gharana blends instrumental virtuosity
with a deep understanding of vocal music, emphasizing purity of raga structure and
complex rhythmic cycles. Musicians from this gharana, such as Ravi Shankar, have been
instrumental in popularizing Indian classical music internationally.

e Imdadkhani Gharana: Also known as the Etawah Gharana, the Imdadkhani Gharana is
famous for its gayaki ang, or vocal-style playing, on the sitar and surbahar. The focus is on
long, flowing meends, which allow the player to mimic the nuances of vocal music. Ustad
Vilayat Khan is one of the most celebrated exponents of this gharana, known for his ability
to evoke the subtleties of the human voice on the sitar.

e Banaras Gharana: Known primarily for its tabla tradition, the Banaras Gharana is
celebrated for its intricate rhythmic patterns and virtuosic display of bols (tabla syllables).
Musicians from this gharana emphasize both technical brilliance and emotional depth,
making it a favorite among tabla players worldwide.

These distinctive characteristics continue to define each gharana's influence on modern
musicians, whether they adhere strictly to the traditional style or blend multiple gharanas in
their performances.

Comparative Analysis of Vocal Gharanas

In comparing vocal gharanas like the Gwalior, Kirana, and Patiala gharanas, we observe
differences not only in raga interpretation but also in performance aesthetics and the role of
improvisation.
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e Gwalior Gharana vs. Kirana Gharana: The Gwalior Gharana’s emphasis on clarity and
structure stands in contrast to the Kirana Gharana’s focus on emotional depth and elongated
phrasing. In a Gwalior performance, the bandish is the central feature, and the raga is
explored through precise, well-defined phrases. Gwalior singers are known for their
adherence to tradition, often limiting their improvisation to what is essential for exploring
the raga’s framework.

In contrast, Kirana Gharana performances are more fluid and introspective. The raga is
elaborated through long, sustained notes, with intricate microtonal shifts. The singer often
spends a significant amount of time in the alap section, building the emotional atmosphere
before moving to the rhythmic sections. This approach has had a profound impact on modern
vocalists, who often draw on Kirana techniques to enhance the emotional power of their
performances.

« Patiala Gharanavs. Kirana Gharana: The Patiala Gharana’s approach, with its emphasis
on fast, complex taans and rhythmic variations, provides a sharp contrast to the slow,
contemplative style of the Kirana Gharana. In a Patiala performance, the singer uses fast-
paced, elaborate phrases to demonstrate technical skill, often drawing spontaneous
applause from the audience. Patiala musicians are also known for their use of layakari
(rhythmic play), which adds a dynamic and exciting element to their performances.

However, while the Patiala Gharana focuses on the display of virtuosity, the Kirana Gharana
emphasizes subtlety and emotional connection. Modern vocalists often blend elements of both
gharanas, using the slow elaboration of Kirana to establish the mood before moving into the
faster, more rhythmic patterns associated with Patiala.

In the modern context, many vocalists do not adhere strictly to the stylistic boundaries of their
gharanas. Instead, they incorporate techniques from multiple gharanas, creating hybrid styles
that appeal to contemporary audiences. This blending of traditions has led to a more diverse
range of performances, where vocalists can adapt their style to suit different contexts, from
intimate classical concerts to large-scale festivals.

Comparative Analysis of Instrumental Gharanas

In instrumental music, the differences between gharanas are equally significant, with each
school developing its own approach to melody, rhythm, and improvisation.

e« Maihar Gharana vs. Imdadkhani Gharana: The Maihar Gharana, under Ustad
Allauddin Khan’s influence, emphasizes discipline and rigorous training. Musicians from
this gharana, such as sitar virtuoso Ravi Shankar, are known for their technical mastery,
blending traditional raga structures with innovative rhythmic patterns. The Maihar Gharana
encourages experimentation within the raga framework, often incorporating influences
from both Indian and Western classical music. Ravi Shankar, for example, collaborated
with musicians like George Harrison, bringing Indian classical music to a global audience.

In contrast, the Imdadkhani Gharana focuses on the gayaki ang approach, with an emphasis on
melodic purity and vocal-style phrasing. Sitarists like Ustad Vilayat Khan are celebrated for
their ability to evoke the subtle nuances of vocal music on their instruments, using long,
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flowing meends to replicate the gliding motion of the voice. While the Maihar Gharana is
known for its rhythmic complexity, the Imdadkhani Gharana prioritizes melodic development
and emotional expression.

e Banaras Gharana vs. Delhi Gharana (Tabla): In tabla playing, the Banaras Gharana is
renowned for its intricate and virtuosic rhythmic patterns. Musicians from this gharana
often incorporate complex tihai (a rhythmic phrase repeated three times) and fast, dexterous
fingerwork, which adds a dramatic element to their performances. In contrast, the Delhi
Gharana emphasizes clarity of sound and precision in articulation. Tabla players from the
Delhi Gharana are known for their soft, subtle playing, making them ideal accompanists
for vocalists and instrumentalists.

In the modern context, both gharanas continue to influence tabla players, who often blend the
Banaras Gharana’s showmanship with the Delhi Gharana’s precision to create performances
that are both technically brilliant and emotionally compelling.

Influence of Gharanas on Modern Composition and Performance

The influence of gharanas on modern Indian classical music is evident in both composition and
performance practices. In terms of composition, musicians trained in gharana traditions often
draw on the raga and tala structures of their gharanas when creating new works. However,
contemporary composers are also increasingly incorporating elements from multiple gharanas,
blending different styles to create more diverse and dynamic compositions.

In performance, modern musicians are often less rigid about adhering to the stylistic boundaries
of their gharanas. Instead, they blend techniques from different gharanas to create hybrid styles
that appeal to a wider audience. This blending is particularly evident in fusion music, where
gharana-trained musicians collaborate with artists from other genres, such as jazz or Western
classical music, to create new and innovative forms of music.

For example, sitarist Anoushka Shankar, trained in the Maihar Gharana by her father Ravi
Shankar, frequently incorporates elements of jazz and electronic music into her performances,
while still maintaining the core principles of her gharana’s approach to raga and tala. Similarly,
tabla maestro Zakir Hussain, trained in the Punjab Gharana, has collaborated with musicians
from a wide range of genres, bringing the rhythmic intricacies of Indian classical music to new
audiences.

While the gharanas continue to provide a foundation for modern musicians, their influence is
no longer as rigid as it once was. Instead, musicians are increasingly drawing on the strengths
of multiple gharanas, blending tradition with innovation to create performances that are both
rooted in the past and forward-looking.

Impact of Technology and Globalization

The advent of digital technology and globalization has had a profound impact on the gharana
system. In the past, musicians from a particular gharana would typically train under a single
guru, often within a close-knit community. However, the rise of digital platforms such as
YouTube, streaming services, and online music academies has made it easier for musicians to
access recordings, teachings, and performances from multiple gharanas.
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As a result, modern musicians are no longer confined to the teachings of a single gharana.
Instead, they can study with gurus from different schools, learn techniques from various
gharanas, and experiment with new styles. This has led to the rise of hybrid styles, where
musicians blend the teachings of multiple gharanas to create their own unique sound.

Globalization has also led to increased collaboration between musicians from different cultural
backgrounds. Indian classical musicians are frequently collaborating with Western classical,
jazz, and world music artists, creating fusion projects that blend traditional Indian techniques
with contemporary global influences. These collaborations have expanded the reach of
gharana-trained musicians, bringing Indian classical music to a global audience. While some
purists argue that these developments dilute the traditions of the gharanas, others believe that
they represent a natural evolution of Indian classical music. As musicians continue to innovate
and experiment, the gharana system will likely continue to evolve, adapting to the needs of
modern musicians while maintaining its core principles.

Conclusion

The gharana system, while deeply rooted in tradition, continues to have a profound influence
on modern Indian classical music. Through a comparative analysis of vocal and instrumental
gharanas, this paper has highlighted the ways in which these schools shape contemporary
performance practices, compositions, and pedagogy.

While modern musicians are increasingly blending techniques from different gharanas, the core
principles of each school remain an essential foundation for their work. Whether through the
slow, contemplative approach of the Kirana Gharana, the rhythmic complexity of the Patiala
Gharana, or the vocal-style playing of the Imdadkhani Gharana, the influence of gharanas is
evident in every aspect of modern Indian classical music.

As Indian classical music continues to evolve in response to globalization, digital technology,
and cross-genre collaboration, the gharana system will undoubtedly continue to adapt, ensuring
its relevance in the modern world. This evolution represents not the erosion of tradition, but
rather the natural progression of a living, breathing art form.
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Abstract:

Banis in Indian classical dance, particularly Bharatanatyam, are essential as they represent
distinct styles and techniques associated with specific gurus or regions. Each bani embodies
unique characteristics in movement, expression, and repertoire, reflecting the cultural heritage
of its origin.In the context of Indian classical dance, a bani refers to a specific style or school
of dance that is characterized by its unique techniques, movements, expressions, and repertoire.
Each bani is often associated with a particular guru or lineage, reflecting the teachings and
interpretations of that individual or tradition. These banis preserve traditional knowledge and
foster individual artistic expression while maintaining a connection to the broader dance form.
The evolution of banis has enriched Bharatanatyam, enabling it to adapt and thrive while
honoring its historical roots and lineage of teaching .

Bharatanatyam, a classical dance form from Tamil Nadu, is characterized by its fixed upper
torso, bent legs, and intricate footwork. It evolved from Sadirattam and was redefined in the
20th century. The dance features various banis, or styles, named after the villages of their
respective gurus. Notable banis includes:-

Key words: Characteristics, temple to theatre, performance structure, Sculptural Poses, Global
Influence

Thanjavur style: Developed by the Thanjavur Quartet, focusing on structured margam.The
Thanjavur bani of Bharatanatyam, rooted in the Thanjavur Royal Court, was shaped by the
Thanjavur Quartet in the 19th century. This style emphasizes structured choreography and a
geometric approach to movements, with a strong focus on abhinaya (expressive gestures) that
is more classical than realistic.

Historical Context: The Thanjavur bani emerged during the 19th century in the Thanjavur
region of Tamil Nadu, primarily influenced by the Thanjavur Quartet: Chinnaiah, Ponniah,
Vadivelu, and Sivanandam. They were instrumental in codifying and formalizing
Bharatanatyam, transitioning it from a temple dance to a theatrical art form. This
transformation was significant in preserving the dance's rich heritage while making it
accessible to a broader audience

1. Posture and Movement

Fixed Upper Body: Dancers maintain a straight and erect posture, which enhances the visual
impact of the dance.

Geometric Precision: Movements are characterized by clear lines and angles, reflecting a sense
of order and symmetry.
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2. Footwork

Intricate Footwork: The bani is known for its complex footwork patterns, often involving
rhythmic beats (tala) that are both intricate and powerful.

Use of Adavus: Basic units of movement called adavus are emphasized, each with specific
rhythms and expressions.

3. Abhinaya (Expressive Gestures)

Classical Abhinaya: The Thanjavur bani places a strong emphasis on abhinaya, using facial
expressions and hand gestures (mudras) to convey emotions and narratives.

Storytelling: Dancers often depict stories from Hindu mythology, showcasing their ability to
express a range of emotions, from joy to sorrow.

4. Margam Structure: The performance follows a traditional sequence: Alarippu, Jatiswaram,
Varnam, Padams, Tillana, and Shloka.

Notable Figures

Several prominent dancers and gurus have played a crucial role in popularizing the Thanjavur
bani:

Balasaraswati: A legendary dancer known for her expressive abhinaya and deep
understanding of the dance form, she brought international recognition to Bharatanatyam.

Arunachalam Pillai: A significant figure in the Thanjavur bani, he was known for his teaching
and performances, helping to preserve the traditional aspects of the dance.

Rukmini Devi Arundale: Although associated with the Kalakshetra style, she was influenced
by the Thanjavur bani and contributed to the revival of Bharatanatyam as a respected art form.

The Thanjavur bani of Bharatanatyam is a rich and intricate dance style that combines technical
precision with expressive storytelling. Its historical roots, structured performance format, and
emphasis on abhinaya make it a significant component of the Bharatanatyam tradition. Through
the dedication of its practitioners and the continued interest in classical arts, the Thanjavur bani
remains a vibrant and essential part of Indian cultural heritage.

Mysore style:

Origins

The Mysore style of Bharatanatyam, also known as the Mysore bani, is a distinct style that
emerged during the reign of Krishnaraja Wodeyar 1V (1811-1868) in the Mysore court. This

style is characterized by its focus on the lyrical and expressive aspects of dance, with an
emphasis on beautiful abhinaya (facial expressions and gestures) and sculpturesque poses.

Jetti Tayamma is credited as the pioneer of the Mysore style. She was appointed as an Asthana
Vidushi (Palace dancer) in the Mysore palace at the age of fifteen. The Mysore style has a large
repertoire of Kannada javalis and also incorporates ashtapadis, Sanskrit and Telugu literature.

The Mysore style's repertoire typically begins with a Pushpanjali, Churnika (prologue), Ganesh
Vandana, and Nilugade (Sthanaka), followed by the usual items like Alaripu, Jatiswaram,
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Shabdam, Varnam, Padams, Javalis, Tillanas, and Sanskrit shlokas. While it is known for its
aesthetic abhinaya, the Mysore style also involves a lot of nritta (pure dance) and karanas
(dance poses).

Some notable exponents of the Mysore style include K. Venkatalakshamma, who is credited
with taking the style to its zenith, and Manaswini and Revathi Ramachandran.

Expressive Dance: The Mysore style places a strong emphasis on abhinaya, or expressive
dance. Dancers are trained to convey emotions and narratives through facial expressions, hand
gestures (mudras), and body language.

Storytelling: This style often incorporates storytelling elements, making it particularly
engaging for audiences. The use of lyrical poetry enhances the narrative quality of the
performances.

Sculpturesque Poses: Dancers in the Mysore style often adopt poses that resemble sculptures,
showcasing grace and elegance.

Fluid Movements: The movements are characterized by a fluidity that enhances the overall
aesthetic of the performance.

Influential Figures

Jetti Tayamma: A pivotal figure in establishing the Mysore style, she was known for her
expressive dance and was a key performer in the Mysore court.

K. Venkatalakshamma: Another important exponent, she contributed significantly to the
repertoire and training of dancers in the Mysore tradition.

Manaswini and Revathi Ramachandran: Contemporary dancers who have played a crucial role
in popularizing and preserving the Mysore style.

Cultural Heritage

The Mysore bani is an essential part of India’s cultural heritage, reflecting the rich traditions of
Indian classical dance.

It serves as a bridge between ancient and modern interpretations of Bharatanatyam, ensuring
the continuity of this art form.

Global Influence

As Bharatanatyam gained international recognition, the Mysore style has been performed and
taught worldwide, contributing to the global appreciation of Indian classical dance.

Workshops and performances by Mysore bani practitioners continue to inspire new generations
of dancers across the globe.

Vazhuvoor Style:

The Vazhuvoor style of Bharatanatyam is known for its grace, fluidity of movement, and
subtlety of abhinaya (expressional aspect). It was popularized by Natyacharya Vazhuvoor
Ramiah Pillai and his disciples in the 1940s.
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Key features of the VVazhuvoor style include smooth adavus (dance steps) with rare abrupt
movements, Elegant leaps in every jati (rhythmic sequence) ,Jatis with more korvais (gaps) to
create a suspense effect

Slightly bent forward torso from the waist up, Gentle facial expressions and subtle abhinaya
with more natyadharmi (spontaneous) elements

Inclusion of static postures, especially in the tillana, to add variety
Lasya (grace) dominates over tandava (vigorous movements)
Performance begins with a Thodaya mangalam in praise of Lord Gnana.

The Vazhuvoor style is considered a newer form compared to the Pandanallur style, which uses
more pure expressions. It has gained popularity through the performances of renowned dancers
like Kamala, Vyjayanthimala, Padmini, and Padma Subramanyam.

History and Origins

The Vazhuvoor style originated in the small village of VVazhuvoor in Tamil Nadu, India. It was
developed by Natyacharya Vazhuvoor Ramiah Pillai in the early 20th century. He was
instrumental in reviving and popularizing this style, which emphasizes grace and fluidity. The
style gained prominence in the mid-20th century as it was showcased by various dancers,
leading to its recognition on national and international platforms.

Costumes and Presentation

Attire: Dancers typically wear traditional Bharatanatyam costumes, which include a saree
draped in a specific style, adorned with jewelry that enhances the visual appeal.

Makeup and Hair: Makeup is applied to accentuate facial features, and hair is usually styled
in a bun, often decorated with flowers.

Notable Dancers
Several prominent dancers have contributed to the popularity of the Vazhuvoor style:

Vyjayanthimala: A renowned actress and dancer, she played a significant role in bringing the
Vazhuvoor style to the mainstream.

Kamala: A disciple of Vazhuvoor Ramiah Pillai, she was instrumental in teaching and
propagating the style.

Padma Subramanyam: A celebrated dancer and choreographer, she has showcased the
Vazhuvoor style in her performances and teachings.

The Vazhuvoor style of Bharatanatyam is a beautiful expression of grace and artistry,
characterized by its fluid movements and subtle abhinaya. Its rich history and the contributions
of notable dancers have ensured its place in the pantheon of Indian classical dance.

Pandanallur style: Known for linear movements and stylized abhinaya.
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The Pandanallur bani of Bharatanatyam, attributed to Meenakshi Sundaram Pillai, is
characterized by its precision and clarity. Originating from Pandanallur village in Tamil Nadu,
this style emphasizes geometric movements and rhythmic complexity.

Adavus: The bani is known for its distinct and intricate adavus, which are executed with clarity
and precision. The movements are often linear, creating sharp angles and clear lines.

Abhinaya: Unlike other styles, Pandanallur focuses on subtlety in expression, favoring
understated gestures over exaggerated ones. This approach enhances the natural quality of the
dance.

Choreography: Renowned for its unique choreography, it includes compositions that align
with melodic patterns, showcasing a blend of rhythm and movement. The use of theermanams
(endings) is typically brief yet impactful.

Performance Structure:

The Pandanallur style follows the traditional Bharatanatyam performance format, including
Alarippu, Jatiswaram, Varnam, Padams, Tillana, and Shloka, with a strong emphasis on the
technical execution of each segment.

Notable Practitioners:

Meenakshi Sundaram Pillai: The founder of the Pandanallur style, he is celebrated for his
contributions to Bharatanatyam.

Chokalingam Pillai: His son-in-law, who further propagated the style.
Subbaraya Pillai: A prominent teacher who continued the legacy of the Pandanallur bani.

Overall, the Pandanallur bani is distinguished by its mathematical precision, subtle abhinaya,
and a focus on the beauty of movement, making it a vital part of Bharatanatyam's rich tradition.

Dhananjayans - The renowned couple, V.P. Dhananjayan and Shanta Dhananjayan, have been
instrumental in promoting the Pandanallur bani through their performances and teachings.

Historical context: The Pandanallur bani has its roots in the village of Pandanallur in Tamil
Nadu, where it was developed and popularized by the legendary dancer and choreographer
Meenakshi Sundaram Pillai in the early 20th century. This style emerged as a response to the
need for a more structured and precise form of Bharatanatyam, emphasizing the beauty of
movement and rhythm while maintaining the traditional essence of the dance.

Meenakshi Sundaram Pillai was instrumental in codifying the movements and techniques of
this bani, ensuring its preservation and propagation. His teachings and choreography have
influenced many dancers and continue to be a significant part of Bharatanatyam training today.

1. Precision and Clarity

Geometric Movements: The Pandanallur bani is noted for its sharp, angular movements that
create a visually striking aesthetic. The dancer's body forms clear lines and shapes, emphasizing
the mathematical aspect of the dance.
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Defined Adavus: The adavus (basic dance steps) in this style are executed with precision,
allowing for a clean and crisp performance. Each adavu is distinct and contributes to the overall
rhythm and flow of the dance.

2. Subtle Abhinaya

Expressive Yet Understated: While abhinaya (expressive gestures) is a crucial component of
Bharatanatyam, the Pandanallur bani emphasizes subtlety and nuance. Dancers focus on
conveying emotions through delicate facial expressions and hand gestures, rather than overt
dramatization.

Narrative Depth: The storytelling aspect of the dance is profound, often drawing from themes
of devotion, love, and mythology. The subtlety in expression allows for a deeper emotional
connection with the audience.

3. Rhythmic Complexity

Intricate Talas: The Pandanallur bani incorporates complex rhythmic patterns that challenge
the dancer’s footwork and timing. The use of *theermanams* (endings) in this style is often
brief but impactful, adding to the overall rhythm of the performance.

Musicality: The choreography is closely aligned with the musical compositions, allowing for
a seamless integration of rhythm and movement.

The Pandanallur bani has significantly contributed to the evolution of Bharatanatyam as a
classical dance form. Its emphasis on precision, subtlety, and rhythmic complexity has enriched
the repertoire of Bharatanatyam, making it a vital aspect of the dance's tradition.

Kalakshetra style

The Kalakshetra style of Bharatanatyam, developed by Rukmini Devi Arundale, is known for
its purity, grace, and adherence to classical principles. Key elements include pristine execution
of movements, intricate footwork, and precise expressions.

Rukmini Devi founded Kalakshetra in 1936 to preserve and propagate India's rich cultural
heritage. She raised Bharatanatyam to a puritan art form, removing certain elements considered
controversial and introducing group performances and ballets.

The Kalakshetra style maintains a harmonious balance between the graceful (lasya) and
vigorous (tandava) aspects of Bharatanatyam. The dance repertoire often includes traditional
compositions from ancient texts like the Natya Shastra, along with newer choreographies
reflecting Rukmini Devi's vision of a progressive art form.

Kalakshetra's reputation rests on its meticulously crafted dance dramas, ensemble pieces
choreographed by Rukmini Devi with music composed by eminent musicians. The institute
has also established a meaningful theoretical syllabus for dancers and refined the teaching of
basic steps (adavus) based on principles of the Yajur Veda.

Aesthetics and Technique:
Emphasis on clean lines, precise footwork, and controlled, fluid movements

Graceful, elegant, and restrained abhinaya (expressional dance)
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Adherence to traditional adavus (basic dance steps) with a focus on perfection. Intricate
patterns and formations in group choreographies

Repertoire and Choreography,Includes traditional repertoire like alarippu, jatiswaram,
shabdam, varnam, padam, and tillana.

Rukmini Devi's choreographies often draw inspiration from ancient texts and mythology.
Ensemble pieces like dance dramas and ballets are a hallmark of Kalakshetra . Newer
choreographies are created within the framework of tradition.

Music and Costume
Kalakshetra productions feature music composed by eminent musicians

Adherence to traditional ragas and talas .Costumes are simple yet elegant, with a focus on the
dance itself. Minimal jewelry and makeup to avoid distraction from the dance.

Pedagogy and Lineage

Rigorous training in the fundamentals of Bharatanatyam
Structured syllabus covering theoretical and practical aspects
Emphasis on the spiritual and cultural context of the dance form

Lineage traced back to the Thanjavur Quartet and Melattur Veerabhadra Sharma. The
Kalakshetra style has produced many renowned dancers and gurus who have carried forward
its legacy worldwide. Its impact on the evolution of Bharatanatyam as a classical art form is
immense and enduring.

Evolution

From Temple to Stage: Rukmini Devi removed elements that were perceived as vulgar or
inappropriate, thus making Bharatanatyam more accessible to a wider audience.

Institutionalization: Kalakshetra became a center for training and performance, setting high
standards for both dancers and teachers.

Cultural Renaissance: The establishment of Kalakshetra in the 1930s coincided with a
broader cultural renaissance in India, where traditional arts were being re-evaluated and
redefined.

Training and Methodology

Structured Training: The Kalakshetra curriculum includes rigorous training in adavus,
abhinaya, and nritta (pure dance) along with theoretical studies in music and dance history.

Guru-Shishya Parampara: The traditional teacher-student relationship is emphasized,
fostering deep learning and personal connection.

Techniques
Outreach and Recognition

International Performances: Dancers trained in the Kalakshetra style have performed globally,
showcasing Bharatanatyam on prestigious platforms.
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Cultural Exchange: The style has facilitated cultural exchange, with workshops and festivals
promoting Bharatanatyam worldwide.

Documentation and Research: Kalakshetra has played a significant role in documenting
traditional practices and promoting research in Bharatanatyam.

Influence on Other Styles: The principles and aesthetics of the Kalakshetra style have
influenced other dance forms and styles, both within India and internationally.

The Kalakshetra style of Bharatanatyam has produced numerous distinguished artists who have
significantly contributed to its legacy. Key figures include:

Rukmini Devi Arundale: The founder of Kalakshetra, she was instrumental in reviving and
formalizing Bharatanatyam as a respected classical art form.

Tiger Varadachariar: A prominent musician and composer, he served as the principal of
Kalakshetra and contributed to many dance dramas.

Meenakshisundaram Pillai: Rukmini Devi's first guru, he played a crucial role in shaping her
understanding of Bharatanatyam.

Mysore Vasudevachariar: A significant musician at Kalakshetra, he composed music for
various dance dramas.

S. Sarada and Radha: Among the first students, they helped establish the foundational
training and performance standards at Kalakshetra.

The Kalakshetra style of Bharatanatyam stands as a testament to the enduring power of
classical arts. Through its commitment to tradition, innovation, and spiritual expression, it
continues to inspire dancers and audiences alike. The legacy of Rukmini Devi and the
Kalakshetra institution ensures that Bharatanatyam remains a vibrant and evolving art form,
celebrating India’s rich cultural heritage while adapting to contemporary contexts.

Conclusion

Banis serve as repositories of traditional knowledge, ensuring that the techniques, movements,
and expressions are passed down through generations. This preservation is crucial for
maintaining the integrity of the dance form.While banis provide a framework, they also allow
for individual interpretation and creativity. Dancers can infuse their personal style within the
traditional structure, leading to a dynamic and evolving art form. This balance between
tradition and innovation is vital for the growth of Indian classical dance.The bani system is
closely tied to the guru-shishya parampara (teacher-student tradition). This relationship fosters
a deep understanding of the art form, where students learn not just the movements but also the
philosophy and emotional depth behind the dance. This mentorship is essential for the authentic
transmission of knowledge. The Kalakshetra style of Bharatanatyam stands out for its clarity,
precision, and disciplined approach to dance. Being a student of kalakshetra style, | personally
felt Its emphasis on tradition, integration of music and dance, and visual aesthetics contribute
to its effectiveness in storytelling and audience engagement. While other banis offer their own
unique qualities, Kalakshetra's blend of classical and modern elements makes it a powerful and
enduring form of artistic expression. The Kalakshetra style remains a vital part of the
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Bharatanatyam tradition. Banis are vital for preserving the rich heritage of the art form while
allowing for personal expression and innovation. By understanding and appreciating the unique
characteristics of each bani, dancers and audiences alike can engage more deeply with the
cultural and artistic dimensions of Indian classical dance.

References:

Bharatanatyam: Origin, Styles & Techniques

Bharatanatyam Evolves: From Temple to Theatre and Back Again

A Treatise on Bharatanatyam: A Guide to Natya (Book One)" by Viji lyer
https://kalyanikalamandir.com/banis-or-styles-in-bharatnatyam/?utm_source=perplexity
https://natyokthi.com/blog/f/bharathanatyam-styles?utm_source=perplexity
https://www.thehindu.com/features/friday-review/dance/Bharatanatyam-styles-and-
schools/article15518053.ece?utm_source=perplexity

o arwnE

77



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

Bani-s in Bharatanatyam and its relevance today: Case study of Vazhuvoor
Bani (Tradition)

Dr. Divya Jayantibhai Patel - Assistant Professor
Department of Dance, Faculty Of Performing Arts,
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Introduction

Indian classical dance is a rich, intricate tradition with deep roots in the cultural and spiritual
history of India. It is not merely a form of entertainment but a profound medium of expression,
storytelling, and devotion. Within this tradition, the concept of "Bani" holds a significant place.
Bani, derived from the Sanskrit word "Vani," meaning voice or style, refers to the distinctive
styles or schools of thought within Indian classical dance forms. These Banis embody unique
interpretations, techniques, and philosophies passed down through generations. Understanding
Bani and its relevance today involves delving into the historical context, distinguishing
features, and contemporary significance. This article provides an in-depth exploration of Bani-
s In Bharatanatyam and its relevance today with the case study of the Vazhuvoor Bani,
highlighting its historical background, key features, notable practitioners, and its role in the
modern dance world.

Characteristics and Techniques

Each Bani within dance forms embodies a set of characteristics, techniques, and philosophies
that distinguish it from others. These can include aspects such as body posture, hand gestures
(mudras), facial expressions (abhinaya), rhythmic patterns (tala), and overall presentation.
Different Banis emphasize specific techniques and training methods. The way emotions are
expressed varies significantly between Banis. Each Bani has its own repertoire of dances, often
influenced by local myths, legends, and religious practices. The choreography can also differ,
with some Banis incorporating more dramatic storytelling elements while others focus on the
purity of dance movements.

Relevance of Bani Today

In the contemporary context, the concept of Bani remains highly relevant for several reasons.
It provides a framework for preserving the diversity and richness of Indian classical dance,
allows for individual expression within a structured tradition, and helps maintain the
authenticity and integrity of these art forms.

1. Preservation of Heritage: Bani plays a crucial role in preserving the historical and
cultural heritage of Indian classical dance. By maintaining distinct styles and
techniques, dancers and scholars ensure that these ancient traditions are not lost to time.
Institutions and gurus (teachers) who adhere to specific Banis pass on their knowledge
and skills to the next generation, thereby preserving the lineage and authenticity of these
dance forms.

2. Artistic Expression: While Bani provides a structured approach to learning and
performing, it also allows for individual artistic expression. Dancers can choose a Bani
that resonates with their personal style and strengths, thereby creating a unique identity
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within the classical framework. This balance between structure and freedom is essential
for the evolution and vitality of the art form.

3. Adaptation and Innovation: In today's globalized world, there is a continuous
interplay between tradition and innovation. Bani serves as a foundation upon which
contemporary dancers can build and innovate. By understanding and mastering the
traditional Banis, dancers are better equipped to experiment and incorporate new ideas,
techniques, and influences, thereby keeping the art form dynamic and relevant.

4. Educational Value: The study of Bani has significant educational value, offering
insights into the socio-cultural, historical, and philosophical aspects of Indian
traditions. It encourages a deeper engagement with the art form, fostering a holistic
understanding among students and audiences alike.

The term ""Bani'* refers to a distinctive style or tradition within the form that is characterized
by specific techniques, presentation styles, and interpretations. Each bani represents a unique
approach to the form, often associated with particular schools or lineages of teaching. Each
bani of Bharatanatyam contributes to the rich diversity of the dance form, preserving its
traditional techniques while allowing for personal and stylistic expression. In Bharatanatyam
there are main four Bani-s which are Pandanallur, Tanjor, Vazhuvoor and Mysour. Since many
years people recognised Kalakshetra and Baroda Bani also. According to Anne Marie Gaston,
" Six Banis of Bharatanatyam are frequently mentioned: Kattumannarkoil Muthukumar Bani,
Tanjore Quartet bani, Pandanallur Bani, V. Vazhuvoor Ramiah Bani, Kalakshetra bani, T.
Balasaraswati Bani."

Origin and History of Vazhuvoor Bani

The Vazhuvoor Bani traces its origins to the Vazhuvoor village in Tamil Nadu. The style was
popularized by Vazhuvoor V. Ramiah Pillai (1910-94), a seminal figure in Bharatanatyam.
Born in the late 19th century, Ramaiah Pillai was a highly skilled dancer and choreographer
who was instrumental in developing and refining the Vazhuvoor Bani in the early 20th century.
This artistic lineage begins with Nagappa Nattuvanar, who predated the Tanjore ruler Sarfoji
I1( 1798-1832 AD), The patron of the Tanjore Quartet. V. Ramiah Pillai learned dance from
his Uncle (Mother's Brother) Manikka. His mother name was Bhagyammal. He learnt abhinaya
from Madhurantakam Jagadambal Devadasi. He also studied with K. Muthukumar. Ramiah
also trained his son Samraj (1938) in Nattuvangam and vocal.

The main characteristics of the Vazhuvoor bani are grace and speed execution. According to
Dancer Radha, " stiffness and brittle movements are absent in the VVazhuvoor Style.” The Bani
Emphasizes beauty in movements such as curves, glides and smooth slides. Chitra
Vishweshwaran explains: " Ramiah Pillai did not deliberately train students to attract audience
attention but by bringing out the beauty of each movement of hand and body by offering the
essence of feminine grace which is the hall mark of VVazhuvoor bani*

Vazhuvooe bani can be attributed to the care given to the selection of songs. Ramiah Pillai was
the first one to introduce Subramania Bharati's songs on the stage as dance theme. These stoked
the fires of patriotism. Papanasam Shivan's songs were also used charmingly. The rhythmic
formulations of the teermanam-s do not offer much variety nor do they include pauses or
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karvai-s requiring complex calculations. The style sticks to Sarva laghu and does not go in for
gati bhedam and similar variations. The bani avoids overly mathematical calculations. The deft
Vazhuvoor execution of a simple jatis much more effective that a highly kanakku oriented
koravi to be seen in some other banis. The style came to be described as easy to perform. Speed,
of course is the hall mark in VVazhuvoor bani. According to Radha, " You cannot speedup the
jati-s and slow down the abhinaya in a Varanam or Swarajathi . If the whole number is sung in
slow tempo- that’s not the Vazhuvoor style at all. " The Vazhuvoor style is at its best in jati
patterns. here you cannot expect slow development, even in pada-s. There will be a certain
amount of speed in all numbers. You must go prepared to enjoy the choicest in that tradition.
Each Bani has its own unique features.

Characteristics of the Vazhuvoor bani:
1) Elaborate Abhinaya:

Abhinaya, or expressive dance, is a crucial element of Bharatanatyam. In the Vazhuvoor Bani,
there is a significant emphasis on abhinaya, with a focus on conveying emotions and narratives
through nuanced facial expressions, hand gestures, and body language.

2) Use of Space:

Dancers using this style typically employ a larger use of space in their performance, creating
and attractive and dynamic presentation.

3) Graceful movements:

Performance begins with a Thodaya mangalam in praise of Lord Gnanasabesar of VVazhuvoor.
The dancer starts the performance while entering the stage from the wings. Static postures are
performed most often in the tillana, to break the monotony and to add to the variety of rhythms.
Beautiful leaps are introduced into every jati.

4) Unique Jatis and Adavus:

The jatis have more korvais (intervals), which creates a suspense effect. The adavus flow
smoothly with rare abrupt movements. Deep sitting positions and variety of positions on the
floor.

Ramaiah Pillai said in an interview. “I have certainly not given up anything that is traditional.
| have only built on them further. | found that some aspects of earlier dance which were
according to Sastras have been given up. | worked to reintroduce them. For example, the 108
karanas once in vogue had been neglected. | did research; I studied the sculptures in the
Thanjavur and Chidambaram temples and taught them to my students. It was | who started the
practice of the dancer striking sculpturesque poses. But there are rules regarding what should
be done and where. And how. Whatever the dancer does must be beautiful. It is not right to
lift the hand or leg unnecessarily. Teaching these things must be done systematically. For
teaching Karanas line drawings should be prepared and the students trained to follow them.
Appropriate songs and jatis should be choreographed, for if only karanas are done it would be
like a circus. The karanas should come with bhava, raga and tala. They should be taught only
to those capable of executing them, others should not be taxed. The teacher must have a sound
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knowledge of music and must be able to sing. Those who dance must know how to sing. | have
kept musicians with me at home, instructed them to sing each song as it should be sung and
then made them sing for recitals. | brought back into vogue the theermanams which are mainly
those which were composed by my elders. Sometimes I added some new ideas to them.” *

Ramaiah Pillai travelled extensively in search of materials suitable for new dance
compositions. He visited numerous temples in the South. He also studied various authoritative
texts on dance deeply. Based on this research, he composed many new dances that underscored
Ramaiah Pilliai’s creative ability to show the old traditions in new light. Kuravanji and other
dance dramas drawn from Tamil literature have gained beauty because of Ramaiah Pillai’s
choreographic contributions. Dances which he composed for verses from Thevarams and
Divya Prabandam have become part and parcel of the repertoire of his disciples. He has
composed dances for the songs of Muthutandavar, Marimutha Pillai, Vedanayagam Pillai,
Gopalakrishna Bharathi, Desigavinayakam Pillai, Oottukadu Venkatasubba lyer, Papanasam
Sivan and others. He also composed his own Tillanas, Jatiswarams and Tamil Shabdams. He
preferred teaching compositions which emphasized the path of devotion. Ramaiah Pillai
introduced many Karana-s and Sthana-s newly in the dances he taught his disciples.?

K.J. Sarasa, another student of Ramaiah Pillai belonging to the Isai Vellalar community, started
her training before 1947 and had her arangetram in 1949. K.J. Sarasa (1937-2012) carried aloft
the flag of the Vazhuvoor tradition of Bharatanatyam most impressively for more than five
decades. Her ancestors were court musicians who enjoyed the patronage of the Thanjavur
rulers. Vazhuvoor Ramaiah Pillai was related to the family and K.N. Dandayudhapani Pillai
was her paternal cousin. Sarasa pursued dance under Ramaiah Pillai through the gurukula
system for over a decade. She would often accompany her guru to the film studios and to the
homes of some of his disciples when he went there to take classes. With Ramaiah Pillai's
encouragement Sarasa started taking dance classes even as a teenager.®

During the 1980s and later till 2015 the largest number of dancers who performed at Madras
Music Academy were trained by V. Ramiah. The dancers were Chitra vishweshwaran, Kamala
Lakshman, her sister Rhadha, Kanaka Srinivasan, Hemamalini Arni, Lalitha/ Padmini / Ragini,
Padma Subramanyam, S. K Rajaratnam, L Vijayalakshami, Jayabharathi, E. V Saroja, Prema
Jagadeesan and many more. To continue the tradition, he also nurtured and trained efficient
nattuvanars like S.K. Rajarathnam Pillai, K.J. Sarasa, Pathamadai Ramasamy, Gopalakrishnan,
Kameswaran and his own son Vazhuvoor Samaraj Pillai.

The Vazhuvoor Bani of Bharatanatyam represents a rich and dynamic tradition within the
classical dance form. Its emphasis on fluidity, grace, and expressive depth, combined with its
technical rigor, makes it a distinctive and influential style. Through the contributions of notable
Gurus and practitioners, the Vazhuvoor Bani has maintained its relevance and continues to
inspire dancers and audiences alike. As Bharatanatyam evolves, the VVazhuvoor Bani remains
a vital and cherished part of the dance tradition, bridging the gap between classical heritage
and contemporary expression.
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Abstract:

Many artists from different Gharanas have created many new Ragas. We know that Miya
Tansen created many new Ragas like Miya Ki Malhar, Miya Ki Todi, Miya Ki Sarang, Darbari.
In modern times, many musicians like Acharya Baba Alauddin Khan, Pt. Pannalal Ghosh, Ut.
Ali Akbar Khan, Pt. Shrikrishna Narayan Ratanjankar, Pt. Kumar Gandharv, Ut. Vilayat Khan,
Pt. Ravi Shankar, Ut. Amjad Ali Khan, Pt. Vishwa Mohan Bhatt have also created several new
Ragas. This research article will discuss some of the new Ragas created by Pt. Pannalal Ghosh
and Pt. Ravi Shankar of the Maihar Gharana. The researcher hopes this research article will
add some knowledge to the musicians and researcher scholars.

Key Words: New Ragas, Maihar Gharana, Rare Ragas
Introduction:

Maihar Gharana’s contribution to Indian Classical Music is unparalleled. Acharya Baba
Alauddin Khan created this Gharana and trained many artists like Maa Annapurna Devi, Pt.
Ravi Shankar, Ut. Ali Akbar Khan, Pt. Pannalal Ghosh, Pt. Nikhil Banerjee, Pt. V. G. Jog, Ut.
Bahadur Khan, to name a few. Acharya Baba Alauddin Khan devoted his whole life to serving
Music. He created many new Ragas like Manjh Khamaj, Hemant, Kaunsi Bhairav, Hem Bihag,
and Madan Manjari.

Pt. Pannalal Ghosh and Pt. Ravi Shankar, the two exponents of the Maihar Gharana,
contributed much to Indian Classical Music. Both artists created numerous Ragas that added
depth to Indian classical Music, merging traditional frameworks with their innovative ideas.
While these Ragas carry the essence of classical structures, they also exhibit innovative patterns
and subtle emotional expressions unique to these two maestros. This research aims to explore
the origins of these Ragas, illustrating how Pt. Pannalal Ghosh and Pt. Ravi Shankar’s creations
enriched the classical tradition and contributed to the evolution of Hindustani music.

Ragas Created by Pt. Pannalal Ghosh

Pt. Pannalal Ghosh is the Pioneer of the Bansuri (Indian Bamboo Flute). In his very short life
span, he has done tremendous work in the field of Indian Classical Music by introducing the
flute to the realm of Indian Classical Music and by creating new Ragas. He learnt under his
Guru Acharya Baba Alauddin Khan of Maihar Gharana. He created the Ragas: Deepawali,
Chandramauli, Noopurdhwani, Jayant, Kumari, and Shuklapalasi. Here, we will discuss Raga
Deepawali and Raga Chandramauli.
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Raga Deepawali
(Note: Here m= Shuddha Madhyam, M= Tivra Madhyam, rest all swaras are Shuddha)

Raga Deepawali was one of Pannalal Ghosh’s best creations. He liked this Raga so much that
he often played it in his concerts. There are three theories on the creation of this beautiful Raga.
First, we make Pancham of Raga Puriya Kalyan as Shadaj and get the Deepawali Raga swaras.
The second is to play Raga Puriya Kalyan from Shuddha Madhyam; we also get the Deepawali
Raga swaras. And the third is making Rishabh and Dhaivat Shuddha of Raga Lalit; we get the
structure of Raga Deepawali. So, we get NR G M D N S swaras in Aronand SND M m G R
S in Avroh. Pancham is omitted in both Aroh and Avroh.

Recordings of Pt. Pannalal Ghosh - Raga Deepawali -

e https://www.youtube.com/watch?v=LBiaryx9k5A
e https://www.youtube.com/watch?v=2BV9a0GZPmU&t=90s

Other Recordings —

e Pt. Nityanand Haldipur - https://www.youtube.com/watch?v=05550Zhc5Hg

e Vidushi Ashwini Bhide - https://youtu.be/tgQ4SelXQ70

e Pt. Pravin Gokhindi - https://www.youtube.com/watch?v=1G6bZ0ql6bQ

e Shree Sudip Chattopadhyay - https://www.youtube.com/watch?v=Z8sytqmFJVM
e Shree Nitin Amin - https://www.youtube.com/watch?v=YAcmcWhxJRY

(Note: Here m= Shuddha Madhyam, M= Tivra Madhyam, rest all swaras are Shuddha)

Thaat | Not Defined Vadi ma (Shuddha Madhyam)

Aroh [NRGMDN S Samvadi | Sa

Avroh |SNDMm,GMGRS Samay First Prahar of The Night

Jati Shadav-Shadav Varjit Swar | Pancham

Pakad | NRGmMm-,GMDM | Chalan NRGmMm-MDM-MDNS -,
m-GRGMGRS D-MDMm-GmMmG-,RGM

GRGRS
Raga Chandramauli

(Note: Here r= Komal Rishabh, d= Komal Dhaivat, m= Shuddha Madhyam, rest all swaras
are Shuddha)

Pannababu created Raga Chandramauli by omitting pancham in both Aroh and Avroh of Raga
Bhairav. So, we get SrGmd N $ in Aroh and SN d m G r S in Avroh. In the absence of
Pancham in this Raga, Madhyam becomes very prominent. Hence, Madhyam is the VVaadi Swar
of this Raga. Madhyam is also the main Nyaas Swar of this Raga. Artists use the meend from
Madhyam to Komal Dhaivat and return to Madhyam. Raga Chandramauli is of Shanta Rasa.

84



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

Raga Chandramauli is from the Bhairav thaat hence it is very close to its Janak Raga. However,
the absence of Pancham throughout the Raga makes this Raga different from Raga Bhairav.

Recording of Pt. Pannalal Ghosh - Raga Chandramauli

e https://www.youtube.com/watch?v=AT3E-GDiU9w

Other Recordings -

e Shree Mohan Darekar - https://www.youtube.com/watch?v=zmsGjlkpwb4
e Shree Jayanta Banerjee - https://www.youtube.com/watch?v=j_plwKCFxC4

(Note: Here r= Komal Rishabh, d= Komal Dhaivat, m= Shuddha Madhyam, rest all swaras
are Shuddha)

Thaat | Bhairav Vadi ma (Shuddha Madhyam)

Aroh | SrGmdNS Samvadi | Sa

Avroh | SNdmGrS Samay First Prahar of The Day

Jati Shadav-Shadav Varjit Swar | Pancham

Pakad | StGmdmG, mGrS Chalan StGm,mdmG,GmdN S,
dNSr'SNd—m-,medm
GrS

Ragas created by Bharat Ratna Pt. Ravi Shankar

The great Western violinist Yehudi Menuhin gave Pt. Ravi Shankar's 'The Indian Mozart' title.
The credit goes to Pt. Ravi Shankar for popularizing Indian Classical Music in the West. His
contribution to the world music is unparalleled. He learnt under his Guru Acharya Baba
Alauddin Khan of Maihar Gharana. He was considered as the perfectionist. He composed many
orchestras and created many new Ragas, which are very popular among the present generation.
The following are the Ragas created by Pt. Ravi Shankar: Mohan Kuans, Nat Bhairav, Bairagi,
Parmeshwari, Tilak Shyam, Pancham Se Gara, Charukauns, Jogeshwari, Ahir Lalit and many
more. Here, we will discuss Mohan Kauns, Parmeshwari and Jogeshwari.

Raga Mohan Kauns

(Note: Here m= Shuddha Madhyam, d= Komal Dhaivat, n.= Komal Nishad, rest all swaras are
shuddha)

This Raga was a tribute by Pt. Ravi Shankar to Mahatma Gandhi after his death. He created
this Raga by matching the word ‘Gandhi’ to the swaras G N D. Pt. Ravi Shankar ji kept Gandhar
Shuddha and Dhaivat and Nishad Komal. In this Raga, Pancham is omitted. We get this Raga
by making Gandhar Shuddha in Raga Malkuans and using Rishabh Vakra an alpa in Avrohi
kram. Therefore, we get SGmdn S in Aroh and Sndm G S in Avroh. The use of Shuddha
Rishabh is vakra in Avrohi kram and it is very alpa. ‘m G R — G m’ is how Shuddha Rishabh
is used in Raga Mohan Kauns. Therefore, Rishabh and Pancham are varjit in Aroh and
Pancham is varjit in Avroh.

85



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

We find many recordings of Raga Mohan Kauns on YouTube, but they differ from what Pt.
Ravi Shankar ji created. Some artists use both Gandhaar, Shuddha Gandhar in Aroh and Komal
Gandhar in Avroh in Raga Malkauns. This Raga is close to Raga Surya Kauns, which uses
Shuddha Gandhar instead of Komal Gandhar in Malkauns. Another similar Raga is
Charukauns, Pt. Ravi Shankar’s creation, in which Rishabh and Pancham are omitted in Raga
Charukeshi in Aroh and Avroh is Sampoorna.

There is another version of Raga Mohan kauns, which Dr. Madhusudan Patwardhan created.
This Raga is created by omitting Pancham in Aroh and Pancham and Rishabh in the Avroh of
Raga Charukeshi.

Recordings of Pt. Ravi Shankar — Raga Mohan Kauns

e https://www.youtube.com/watch?v=BYqglae -utM
e https://www.youtube.com/watch?v=51jKaZsvKMO0

Other Recordings —

e Smt. Reenat Fauzia - https://www.youtube.com/watch?v=YrUfs3C7xyo

(Note: Here m= Shuddha Madhyam, d= Komal Dhaivat, n= Komal Nishad, rest all swaras are
shuddha)

Thaat | Bhairavi Vadi ma (Shuddha Madhyam)
Aroh |SGmdnS$ Samvadi | Sa
Avroh | SndmG S Samay | Second Prahar of The Night
Jati Audav-Shadav/Audav- Varjit Pancham
Sampoorna Swar
Pakad |Gmnd-m- mGR-Gm-, |Chalan |dnSGm-Gmnd-, m-,
mGSndnS mdnéndm-,mGR—Gm-,
GmGS

Raga Parmeshwari

(Note: Here r= Komal Rishabh, g= Komal Gandhar, m= Shuddha Madhyam, n= Komal
Nishad, rest all swaras are shuddha)

This Raga was created by blending Todi in Poorvang and Bageshree in Uttarang. Parmeshwari
is a very melodious and peaceful Raga. Pancham swar is varjit in Aroh and Avroh. In this Raga
Rishabh, Gnadhar and Nishad are komal. Therefore, we get Srgm D n $in Aroh and Sn D
m gr S. In poorvang ‘r g r S’ swar sanagti reflects to the Todi ang. Moreover, in uttarang, 'm
D n $ and'gm D n $' reflect Bageshri's colour. Dhaivat and Madhyam are the nyaas swaras.
Resting on Shuddha Madhyam feels peaceful after using Komal Rishabh and Komal Gandhar.

One similar Raga to Raga Parmeshwari is Raga Prabhateshwari. The difference between both
these Raga is the use of Pancham. Raga Prabhateshwari uses Pancham, while Raga
Parmeshwari does not use Pancham swar. Raga Prabheshwari has Pancham but is still not as
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strong as Shuddha Madhyam and Shuddha Dhaivat. It uses Pancham swar in limited phrases.
Therefore, it becomes difficult to identify these two Ragas. However, the Tanpura helps a lot
in this situation because in Raga Prabhateshwari, the first string of Tanpura is tunned in Lower
Pancham, while in Raga Parmeshwari, the first string of Tanpura is tunned in Lower
Madhyam.

Recording of Pt. Ravi Shankar — Raga Parmeshwari

e https://www.youtube.com/watch?v=Su0BB6cEcww
e https://www.youtube.com/watch?v=fx1KdFDEZuM

Other Recordings —

e Ustad Rashid Khan - https://www.youtube.com/watch?v=2ywtkfHvbR8

e Smt. Malini Rajurkar - https://www.youtube.com/watch?v=yfR3ePiVexw
e Dr. Prabha Atre - https://www.youtube.com/watch?v=-LIW1ga8iko

e Pt. Kushal Das - https://www.youtube.com/watch?v=bYeMfRD3Hi8

e Pt. Jitendra Abhiseki - https://www.youtube.com/watch?v=999RRKbuJO4

(Note: Here r= Komal Rishabh, g= Komal Gandhar, m= Shuddha Madhyam, n= Komal
Nishad, rest all swaras are shuddha)

Thaat | Not Defined Vadi ma (Shuddha Madhyam)
Aroh |SrgmDnS$ Samvadi | Sa
Avroh |[SnDmgrS$S Samay Second Prahar of The Day
Jati Shadav-Shadav Varjit Pancham

Swar

Pakad | StgmDm-,gmDmgr, | Chalan Srngm-,mDnS,San,m

rgrSnDnS Dmgrs grobnTs

Raga Jogeshwari

(Note: Here g= Komal Gandhar, G= Shuddha Gandhar, m= Shuddha Madhyam, n= Komal
Nishad, rest all swaras are shuddha)

The idea of creating this Raga was to replace Pancham with Dhiawat in Raga Jog. Another
expression is that it is the blend of Jog and Rageshree. Therefore, we get SG m D n Sin Aroh
andSnDmGm g S in Avroh. Rishabh and Pancham are omitted in this Raga. The Komal
Nishad and ‘S g S’ swar sangati reflect the colour of the Raga Jog. Moreover, in uttarang ‘m D
n $ swar sangati, it reflects the colour of Raga Bageshri and Rageshri. However, the
prominence of the Shuddha Dhaivat and the absence of Rishabh and Pancham make this Raga
different and create its unique identity. Raga Jogeshwari is not very popular among musicians;
however, some artists still enjoy singing and playing this Raga. The simplicity of this beautiful
Raga attracts everyone towards it. It is played in all three octaves and is a Gambhir Prakruti
Raga. The Shuddha Dhaivat and Shuddha Madhyam have a special place in Raga Jogeshwari.
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Pt. Shrikirishna Narayan Ratanjankar ji also created a Raga named ‘Jogeshwari’, which differs
greatly from Pt. Ravi Shankar’s Jogeshwari.

Recording of Pt. Ravi Shankar — Raga Jogeshwari

e https://www.youtube.com/watch?v=WyenlE Rwaqw
e https://www.youtube.com/watch?v=en-3XhBco3M

Other Recordings —

e Smt. Anoushka Shankar - https://www.youtube.com/watch?v=3mwQvdiOFik
e Ustad Shahid Parvez Khan - https://www.youtube.com/watch?v=gBKKFOyKBuw
e Pt. Ranajit Sengupta - https://www.youtube.com/watch?v=rpJwFoODrRY

(Note: Here g= Komal Gandhar, G= Shuddha Gandhar, m= Shuddha Madhyam, n= Komal
Nishad, rest all swaras are shuddha)

Thaat | Kafi Vadi ma (Shuddha Madhyam)

Aroh |SGmDnS$S Samvadi | Sa

Avroh | SnDmGmgS$S Samay Saayankaalin Raga

Jati Audav- Audav Varjit Rishabh & Pancham
Swar

Pakad | SGmD-nDmGmgS, | Chalan Dr}SGm-,meDnS',S.an,
mGmg-S

Conclusion:

The ragas created by Pandit Pannalal Ghosh and Bharat Ratna Pandit Ravi Shankar are a
symbol of their unique creativity and the heritage of the Maihar Gharana. Through Ragas like
Raga Deepawali, Chandramouli, Mohan Kauns, Parmeshwari, Jogeshwari and many others,
these great artists made invaluable contributions to Hindustani classical music. Pandit Pannalal
Ghosh established the flute as a major instrument in classical music, and his ragas expanded
its expressive capabilities. At the same time, Pandit Ravi Shankar gave recognition to Indian
classical music on the global stage through his Ragas.

These ragas' creations honoured the traditions of the Maihar Gharana and opened new avenues
for future musicians, ensuring that the classical music tradition will continue to evolve. These
ragas inspire musicians and listeners even today and are a testament to these two great maestros'
indelible mark and legacy.
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Maihar Gharana: The Music and Playing Style of Annapurna Devi
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Abstract

Through out the centuries, women have been involved in arts, whether as creators and
innovators of new forms of artistic expressions, sources of inspiration or significant
contributors as musicians too. Women have played pivotal role in the making music more
meaningful and substantial. The abundant history of Indian classical music is not complete
without the note worthy role of women.

In this paper, one of the greatest women artists, Annapurna Devi’s music and playing style of
instrument, surbahar and sitar, and some turning points of her life have been discussed.

Keywords: Dhrupad ang, gharana’s playing style, disciples, teachers, honours.
Introduction

Lineage: Maihar Senia gharana’s pioneer Ustad Allaudin Khan’s daughter Annapurna Devi
was a great exponent of surbahar and sitar. Ustad Allaudin Khan’s musical journey was too
tough and fall of struggles. His teacher was Gopal Krishna Bhattacharya, Wazir Khan
(Beenkar), Ahamad Ali Khan (Sarodiya). Ustad Ali Akbar Khan (Annapurna Devi’s brother)
was a legendary musician, who was playing sarod.

Annapurna Devi (25" April, 1927 - 18" October, 2018) a great living exponent of both surbahar
and sitar, was representative of the cultural establishment of her father and guru Ustad Allaudin
Khan. Her father, founder of the Senia Maihar gharana, was a royal court musician of the court
of Maharaj Brijnath Singh, by whom she was addressed as “Maa”. Her father was an originator
of Senia Maihar School of Hindustani classical music, was a noted musician. Her uncles Fakir
Aftabuddin Khan and Ayet Ali Khan, were noted musician at their native place, Shibpur,
Bangladesh. Her brother Ali Akbar Khan, was a legendary sarod maestro and was considered
a national living treasure in India and the U.S.A. Her former husband was a sitar maestro pt.
Ravi Shankar.

Extraordinary talent, corrosive jealousy, rifts caused by differing world views and level of
integrity and great tragedy were parts of Annapurna Devi’s life. Unfortunately, her music lost
to the world. There are very few people who remember watching her in concerts. There is only
one recording of her playing is in existence. Few decades ago, following problems with Ravi
Shankar, she took a vow never to perform in public. Since then, she had lived as a virtual
recluse, rarely stepping out of her Mumbai home. Her second husband, Rooshikumar Pandya
(1982-2013) who was her student too, came to rescue her. He was a psychologist. But he too
couldn’t convince her to perform in public again. Known as “Guru Maa”, the famously
surbahar player had been suffering age related physical problems for few years. And left this
world at the age of 91.

In her childhood, her father found that, she was pitch-perfect and had a knack for remembering
notations though she was untrained. But due to tonsillitis and surgery, she was shifted to an
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instrument sitar and then to surbahar due to her interest in being pedantic student than a
performer. Her father was a sarod player, whose teacher was Ustad Wazir Khan, a beenkar,
who adopted dhrupad ang in his playing. So, Ustad Allaudin Khan decided to teach her
wazirkhani complex style playing. So, one can see the impact of beenkari style in her playing.
Annapurna Devi became a very accomplished musician within few years of training. She was
active throughout her life as a teacher.

Her life and work represent a complex symbolism. She was playing surbahar, often described
a bas sitar, a difficult instrument that few of any women of her era played. She was known to
practice in the mid of nights for hours. When her Riyaz, her musical meditation finished, it was
said that the house used to get filled with the fragrance of roses - such was her fire, purity and
commitment towards music.

She was a very accomplished surbahr player of the maihar gharana. She was a disciplined
student of her guru and father Ustad Allaudin Khan. Soon after learning the art of surbahar, she
started guiding her father’s disciple.

(Baba Allaudin Khan and Annapurna Devi)

She performed duets with her husband Ravi Shankar in 1950 in Delhi and Kolkata. She was
not a commercial musician and therefore rare videos of her playing could be found. She
performed for her self and not for audience’s pleasure.

https://youtu.be/s7-yc8DOxXY ?si=1xueXRbhOKBVbFmJ

Annapurna Devi’s only purpose in life was to pass on her father Ustad Allaudin Khan’s taalim.
According to her nephew Ashish Khan, “She was systematic and used to herself play on the
table bayan to help her students maintain laya. She used to teach vocal dhrupad compositions,
Hori, taranas as well as instrumental gats.” She was particular about what type of music should
be played on which instrument. Tayyari ki taan, zam zama, bol kaari, are meant for sitar while
aalap and gamak are meant for surbahar. One of her favourite raags was Manj Khamaj created
by her legendary father. She also loved raags that are madhyam pradhan. Her father, in fact,
created raag Kaasi Bhairav for her. Her father taught raag Darbari only to three of his disciples
— pt. Ravi Shankar, Ustad Ali Akbar Khan and Annapurna Devi.

Ustad Ali Akbar Khan, brother of Annapurna Devi who had preserved the legacy of sarod
vadan of his father. Pt. Ravi Shankar had adopted some changes like tantkari ang and some
changes in his sitar’s strings too. According to his disciple, he was not concerned with the depth

91



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

of the raga but was playing for the interest of his audience. Whereas Annapurna Devi’s keen
interest in preserving the legacy of his father’s teaching, who infused the beenbaj and dhrupad
ang. Musicians belonging to this gharana adhere to a dhrupad aesthetic in their approach to
playing the alap and jor portions in a raga. Alap-jor is followed by a khayal style vilambit gat
with taan improvisation and the performances end with jhala.

She was active throughout out her life as a teacher to many prominent musicians like Nikhil
Banerji, Hariprasad Chaurasia and Nityanand Haldipur. Her disciples’ disciple are also well-
known Indian classical music artists. Thus, she also could find a new gharana on her own as
she was able to do so. As was only the disciple who adhere to main teaching of her father. Rest
of disciples of her father, innovated changes in their playings.

Honours

- Padma Bhushan, 1979

- Sangeet Natak Academy award, 1991

- The Desi Kottama, an honorary doctorate degree by Visva-Bharati University, 1999
- She was made a fellow of the Sangeet Natak Academy, 2004

Footnotes:

Annapurna Devi: The Untold Story of a Reclusive Genius — Atul Merchant Jataayu
Hamare Sangeet Ratna — Laxmi Narayan Garg

Bhartiya Sangeet Kosh — Vimalakant Chaudhary

www.wikipedia.com

An Unheard Melody: Annapurna Devi — An Authorised Biography
Swapanakumar Bandhopadhyay

6. My Music, My life — Pt. Ravi Shankar
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Abstract

In the Indian classical music realm, many great artists have contributed fundamentally to the
development of gharanas which has in turn lead to the development of khayal. The prominent
gharanas of khayal are Gwalior, Agra, Jaipur, Kirana, Bhendibazar and Patiala gharana.

Gharana refers to a family; a family of musicians; not necessarily related by blood but
connected by similar values and thought processes with respect to music. With time, the
musical values and its thought processes evolve with the contribution of able artists. Each
gharana has features which are largely associated with the music that is sung by the pioneer of
that particular gharana. As more worthy artists perform, contribute, spread, promote and
propagate the gharana, new dimensions of gayaki emerge. Musicians contribute as per their
capability and intellect and that which sustains the test of time and audience naturally becomes
a part of the gayaki and the gharana.

Keywords: Gharana, Artists, Development, Contribution
Gharana and its significance

Gharana refers to a family; a family of musicians; not necessarily related by blood but
connected by similar values and thought processes with respect to music. A Gharana is a system
that links musicians having a similar school of musical thought that adheres to a particular
musical style. This system has sustained for centuries primarily because of the guru shishya
parampara, in which a guru passes the musical knowledge and style to the student through an
oral tradition. This is a system that has been functioning since the time of Dhrupad. This
established system of gharana has produced many stalwarts in khayal music and it has led to
the development of gharanas due to the immense contribution of artists. Many stalwarts like
Balkrishnabuva Ichalkaranjikar, of Gwalior gharana, Faiyaz Khan of Agra gharana, Alladiya
Khan of Jaipur Atrauli gharana, Abdul Karim Khan of Kirana gharana, Aman Ali Khan of
Bhendibazaar gharana and Bade Ghulam Ali Khan of Patiala gharana have contributed
immensely and have earned fame and glory for their gharanas. Gharanas were important in
earlier times. They are relevant today as well. They create order and discipline which is
important for the purity of the thought of music and for development. Each gharana strives to
produce musicians who become the torchbearers of their gharanas. Their effort is to create
quality disciples to promote and spread the music to which they belong to.

Going back to the times when the gharana system in khayal began, each gharana had one
pioneer who had a vision and direction to take the gharana forward. The pioneer of each
gharana sowed seeds of their music many years before, which grew into a huge tree later. First
and oldest gharana of khayal was the Gwalior gharana and Balkrishnabuva Ichalkaranjikar was
the pioneer musician of this gharana.
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Gwalior Gharana

Gwalior gharana is the oldest gharana in khayal music and it evolved during the time of Mughal
empire. Natthan Khan, Natthan Pir Baksh and his grandsons Haddu, Hassu and Natthu Khan
along with Bade Mohammad Khan were among the early masters of Gwalior gharana. Dhrupad
was widespread before khayal came into existence hence, Gwalior gharana being the first
gharana of khayal, was largely influenced by dhrupad. The khayals were also called as
dhrupad-ang khayals. The gayaki of Gwalior gharana has attributes such as inclination towards
laya and taal, singing with an open and full throated voice, use of behlava in alaaps, application
of gamaks in the improvisation of raga, implementation of straight and descending taans and
experimentation with layakari and boltaans*

Balkrishnabuva Ichalkaranjikar (1849-1926)
His musical abilities

Balkrishnabuva Ichalkaranjikar, from Maharashtra went to Gwalior, learnt khayal from
Vasudevrao Joshi and returned back to Miraj in Maharashtra. He was the first vocal musician
to spread and promote khayal in Maharashtra. He had a melifluous voice, had exceptional
abilities to render compositions with purity, aesthetics and clarity. He could achieve the right
balance of sur and taal while improvising a raga and had the competence to sing long and
straight taans. He was a vocalist of an extraordinary calibre that made him establish his music
on stage even after many great maestros performed. With such confidence and qualities in his
singing he toured the entire country three to four times and made Indian Classical music
popular in common people.

Contribution

Balkrishnabuva Ichalkaranjikar was the first vocalist to introduce Gwalior gayaki and khayal
in Maharashtra.

His contribution was not only limited to performing but it also extended to teaching.
Establishment of Gayan Samaj in Mumbai in 1885-86 to training stalwart disciples like
Gundubuva Ingle, Vishnu Digambar Paluskar, Anant Manohar Joshi, Mirashibuva and
Nilkanthbuva Jangam itself tells that the proof is in the pudding. He published first newsletter
‘Sangeet Darpan’ dedicated to music.

Balkrishnabuva got the honour of getting appointed as the ‘Darbari Gayak’ by Aundh, Miraj
sansthan and the Ichalkaranji state Emperors. He was fondly honoured by the titles
‘Taanbahadur’ and ‘Bhishmacharya of Music’ by the music lovers.

Agra gharana

The first ever known musician of Agra gharana tradition was Gopal Nayak. Ghagge
Khudabaksh initiated the khayal of Gwalior gharana into Agra gharana which Khudabaksh
mastered from Natthan Pirbaksh of Gwalior.

Agra gharana is a blend of dhrupad dhamar gayaki and khayal gayaki and it gives importance
to the rhythmic component of music. Layakari is the foundation used for building up the gayaki
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and bandish. Its methodical exposition is of prime importance. Tradition of singing nom tom
alaap is a unique feature of Agra gharana. It is the only gharana that continues to sing dhrupad
dhamar along with khayal, bhajan, tappa, and thumri. Singing with an open aakar, presentation
of boltaans and special authority of laya and taal are the significant features of Agra gharana?

Faiyaz Khan (1886- 1950)
His musical abilities

Faiyaz Khan had a tuneful, broad, deep and open voice with a preference towards singing in
lower scales. He demonstrated stability in swaras and command over laya and taal. His ability
to perform intricate layakari often left the audience awestruck. The nom tom aalap, exemplary
display of text of bandishes in boltaan, skill to sing Dhrupad along with Khayal exhibited a
rare combination of sur, text, meaning, bhaav and laya in Faiyaz Khan’s singing.

His contribution

Faiyaz Khan received huge popularity and as a result, he was appointed as the singer in the
royal court of Sayajirao Gaekwad Third in Baroda and was conferred upon by ‘Jnana Ratna’
by the royal court of Baroda. His performance was the soul of festivals all over India that took
place between 1900-1940 and because of the calibre of his singing, his performances became
indispensable in the festivals. He composed several bandishes with the pen name ‘Prempiya’
and popularised them by singing them in concerts and by teaching them to his students. He was
honoured by the title ‘ Aftab-e-Mausiqui’ (Sun of music) by the royal court of Mysore in 1908.
He taught music and trained disciples like S. N Ratanjankar, Khadim Hussain Khan, Vilayat
Hussain Khan, Latafat Hussain Khan, Sharafat Hussain Khan, Deepali Nag, K.L Saigal, Dilip
Chand Bedi, Sohan Sinha, and Asad Ali Khan. The popularity, fame, monetary benefits and
honours that he received lead Agra gharana to glory.

Jaipur Gharana

The Jaipur Atrauli gharana became known due to Alladiya Khan’s family which had its origin
from Atrauli, (near Aligarh) and got relocated to Jaipur. Jaipur gharana is a beautiful blend of
swara and laya. This gayaki is usually sung with an open voice and the bandish is brief.3 The
preferred taal for vilambit khayal is teentaal, A tradition of singing jod ragas and non-popular
ragas is followed which makes the gharana unique. Jod ragas like Basanti Kedar, Basant bahar
are contributions of Jaipur gharana to the entire khayal world. There is also a tendency to sing
aprachalit or non-popular ragas like Khokar, Shukla bilawal etc in the Jaipur gharana.

Alladiya Khan (1855 - 1946)
His musical abilities

Alladiya Khan’s music was intellectual and mainly because of this reason it became an
important feature of this gharana. He made ample use of Bol ang in improvising a raga and had
an inclination towards rendering aprachalit or non-popular ragas. There was a fine balance
between sur and laya in his gayaki. He had an open, round voice and he rendered vakra taans.
He not only was a creator of new ragas, bandishes and vocal techniques but he also
reinterpreted and revived the old ragas.
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His contribution

Alladiya Khan was a vocalist in the courts of various kings of Rajasthan. He travelled on
invitation to the other parts of India to perform for the kings and settled later as a court musician
at Shahu Maharaj’s royal court in Kolhapur. He revived many complex ragas like Basanti
Kedar, Kaunsi Kanada, Shuddha Nat, Bhoop Nat, Sampoorna Malkauns, Nat Kamod, Savani
Kalyan, Malavi and Dhavalashree. He created new ragas from Haveli Sangeet tradition,
brought them into the realm of live concerts and composed bandishes in those ragas. One such
example is of raga Basanti Kanada. He converted Haveli Sangeet dhrupads into khayal
bandishes. A bandish in Nayaki kanada ‘Mero Piya Rasiya’and a bandish in Bihagda ‘ Ae pyari
pag hole’ are such bandishes which are widely sung even in the current times. He trained his
disciples like Azmat Hussain Khan, Haider Khan, Manji Khan, Bhurji Khan and Azizuddin
Khansahab who belonged from his family. Apart from that he trained Tanibai Ghorpade,
Bhaskarbuwa Bakhale, Kesarbai Kerkar, Mogubai Kurdikar, Govindrao Shaligram and
Gulubhai Jasdanwalla who also trained many students further and helped spread Jaipur
gharana’s gayaki all over.

Kirana Gharana

In the 19th century, Kirana gharana formed around Miya Bande Ali Khan, who was a
Rudraveena player. It was further developed in the 19th and early 20th century by the musicians
Abdul Karim Khan and Abdul Wahid Khan. Abdul Karim Khan became a very popular
musician later and was significant in spreading the Kirana gharana gayaki.

Kirana gharana chooses to express through swara, keeping purity, beauty and the sweetness of
the musical note intact. At the centre of the Kirana gharana gayaki is the swara or the note, its
precise tuning and the expression of the notes. Highly expressive and emotional pukaars-
musical intonations using higher notes in a saptak form an important part of gayaki. Another
distinctly unique feature of this gharana is the sargam taan which is highly intricate and ornate.
The focus of improvising is on alaaps hence, alaap- yogya ragas like Lalit, Puriya, Todi,
Multani, Shuddha Kalyan, Komal Rishabh Asavari, Darbari Kanada and Patdeep are a few
ragas which Kirana gharana artistes choose to perform regularly. The choice of ragas that are
available to the gharana are narrowed down as they have to meet the requirement of leisurely
development of raga as well as the emotional fulfillment. Hence a few ragas were preferred
over others as these ragas have more possibilities of melodic expansion in vilambit laya giving
justice to each and every note. The Kirana Gharana thought process calls for a slow tempo,
considering the musical expansion it needs, to meet the overall emotive approach.*

Abdul Karim Khan (1872 -1937)
His musical abilities

Abdul Karim Khan’s prime focus was on the note, on the melodic aspect of a raga, on voice
and on emotions. He had undying quest of swara with soothing, sweet, serene and sensuous
music. He could achieve machine-like perfection while reproducing musical notes and had a
cultivated, unique voice that could traverse in all three saptaks with ease. He had extraordinary
capability to sing speedy taans and had the expertise in playing the Veena and Sarangi, the
instruments that are closest to human voice.®
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Contribution

Abdul Karim Khan’s two major trend-setting novel practices that deviate from the conventional
norms are his innovation of Thumri and his unusual adaptation of Carnatic ragas. Traditionally,
the established and orthodox thumri from Purab ang (Banaras Gharana) was erotic in nature,
but after Abdul Karim Khan chose to sing it in a particular way, it acquired notes of sadness,
pensiveness and had almost a pleading quality to it. Similarly, he deviated from singing ragas
and sargam in the traditional carnatic manner. He added a certain flavour and sparkle and sang
them in a way as they would have been sung in the Hindustani classical style. He trained an
impressive line up of disciples that took the gayaki forward namely Sawai Gandharva,
Beherebuva, Roshanara Begum, Dashrathbuva Mulay, Sureshbabu Mane, Hirabai Badodekar
and Balkrishnabuva Kapileshwari. His Shruti Samvad theory explained the importance of 22
shrutis in detail for the first time. He pioneered tuning of tanpuras in Pancham and the other
one in Nishad which provided a canvas of the entire saptak in a concert.’

Bhendibazar Gharana

The Bhendibazaar gharana originated in the bhendibazaar area of Mumbai in 1890. The
founders, Chajju Khan, Nazir Khan and Khadim Hussain Khan of the gharana migrated to
Mumbai from Moradabad, Uttar Pradesh and the gharana was better known as Bhendibazaar
gharana instead of Moradabad gharana. The gharana gives importance on singing in aakar for
clear tone, stresses on breath control, gives emphasis on singing long passages in single breath,
prefers to sing in madhya laya (medium tempo) and uses Merukhand system for alaaps.’

Aman Ali Khan (1884-1953)
His musical abilities

Aman Ali Khan was amongst the most influential musician-composers of the 20th century. He
was the son of Chhajju Khan. He used exceptional rhythmic sargam patterns for which he
derived inspiration from Carnatic music. He learnt Carnatic music from Kalanidhi Bidaram
Krishnappa who was the court musician of Mysore state.

Contribution

Aman Ali Khan composed several bandishes with the pen name ‘Amar’. After taking the
training of Carnatic music, he brought many Carnatic ragas into Hindustani classical music.
He introduced rhythmic play (layakari) and sargam to the Bhendibazaar gharana. His singing
style was so impacting, that even the stalwarts like Amir Khan and Vasantrao Deshpande got
influenced by his singing. He taught many disciples like T.D Janorikar, Muhammad Hussain
Khan, Manna Dey, Lata Mangeshkar, Shivkumar Shukla, Nisar Bazmi, Wali Ahmed Khan and
B Chaitanya Dev.

Patiala Gharana

The Patiala gharana of vocal music is named after the city of Patiala in Punjab where the
gharana was established by Miya Kalu of Delhi gharana in the mid to late 19th century. He
trained Ali Bux Jamail and his friend Fateh Ali (Ali-a-Fattu). They also took training of
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Gwalior gharana from Haddu- Hassu Khan. This combination of learning Delhi gharana gayaki
and Gwalior gharana gayaki gave rise to a unique gayaki of their own which they presided at
the Patiala darbar. Hence the gayaki was named as Patiala gharana gayaki. Ali Bux Khan was
one of their students and the father and guru of the most famous Patiala gharana exponent,
Bade Ghulam Ali Khan. Kale Khan Kesarwale was another student of Ali- a- fattu who taught
and trained his nephew and another great musician Barkat Ali Khan.?

Bade Ghulam Ali Khan (1902-1968)
His musical abilities

Bade Ghulam Ali Khan had a meticulously trained voice which was full, round and sweet. His
aakar was melodious and tuneful. He had the capability of singing ati drut taans at an electric
pace without disturbing the fullness, roundness and sweetness of voice. He could craft
ascending and descending weaving patterns in the taans and at the same time could showcase
intricate patterns of the taans too. He had an exemplary way of descending into the mantra
saptak and ascending into the taar saptak without compromising on the tone. With an
unwavering tonal power and ability to move flawlessly in all the saptaks, his music had a lit up
quality.

Contribution

Bade Ghulam Ali Khan introduced brief raga expositions contrary to the convention as he had
the tendency towards singing for the masses. He created many new compositions by the pen
name of Sabrang which he himself popularised by singing in his concerts and by teaching them
to his disciples. He rendered two songs based on raga Sohni and Rageshri for a film ‘Mughal-
e-Azam in 1960 which added to his popularity and to the patiala gharana’s popularity. As he
had a thin and flexible voice, he excelled in performing light hearted ragas like Adana, Bhupali,
Hameer, Jaijaiwanti and Jaunpuri. He trained noted vocalists like Munawar Ali Khan, Meera
Banerjee, Prasun Banerjee, Tulsidas Sharma, Sandhya Mukherjee and Jagdish Prasad and kept
the Patiala gharana gayaki tradition alive.

To sum up, it is clear that gharanas were important in the earlier times and they are relevant
today as well to keep up the discipline in music and the thought process required to create good
music.
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Role of Gharana Tradition in the Formation of Versions of Ragas in
Hindustani Music

Mohena Bahl — Research Scholar
Delhi University, New Delhi.

Introduction

Hindustani Music is said to be one of the oldest and finest art forms in the world. It has been
one of the most developed, intricate and subtle art forms. The richness of Indian civilization
has always been found in its vast history, culture and arts, wherein Hindustani Music holds a
pivotal place in the evolution of music of India.

Since the ancient time, Indian education system and learning has known to be based on a
teacher - student tradition, more commonly known as ‘Guru — Shishya Parampara’. According
to this, a group of disciples are in a process of attaining education from their teacher, and the
process itself takes the form of a tradition, thus forming a community and giving birth
to ‘Gharana Parampara’.

Gharana Parampara

In Hindustani Music, a gharana is more than just a terminology; it represents a profound culture
and music legacy. The term ‘gharana’ originates from the hindi word ‘ghar’, which means
‘house’ or ‘family’. Just like a family that has a lineage coming from centuries, form a tradition
following the same rules and regulations, principles and discipline with a certain family
environment, similarly, a gharana in music refers to the guru — shishya tradition that lasts for
generations. In other words, it refers to a musical community or lineage where artists
collectively share a distinctive musical style that can be traced back to a particular region or
instructor.

According to Shri Vamanrao Deshpande, “Gharana literally means a ‘family’, a term applied
to a school of music, comprising a creatively innovating founder, his pupils and those who
follow in the line of discipleship. Every upcoming artist always possesses some heritage
handed down by tradition to which he makes his own addition. If he achieves eminence and
sets up his own school of followers, he becomes a pioneer of a new style.”!

A distinctive musical style in the context of Hindustani classical music encompasses not only
the nuances of performance and repertoire but also a broader set of ideals, including music,
aesthetics and pedagogy. Each gharana has its own explicitness of language, pronunciations,
treatment of raga and improvisation in the series of rhythm cycles of tala. For generations, the
traditional aesthetic values of gharanas have been kept alive by the oral transmission of musical
knowledge to the disciples, wherein the disciples were required to live with their gurus in their
respective homes, thus creating an environment for the faithful transfer of musical traditions.
This sacred tradition goes beyond mere education, as it fosters a profound spiritual and personal
connection between the guru and shishya, where parampara represents an unbroken succession.

According to Ustad Bade Ghulam Ali Khan, “Music was something divine and therefore,
highly individualistic while it had to be taught in a rigorous manner to an enlightened shishya,
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the style of an ustad in many cases, did work as an inhibiting factor in ultimately developing
the shishyas own genius. Music is like an ocean and the individual can master every technique
through the medium of Gharana only.”?

It is difficult to highlight the exact time for the origination of gharanas, as various scholars have
their own ideation of its formation. Medieval period finds the four Banis of Dhrupad form to
be prevalent back then, named as Gobarhar Bani, Khandar Bani, Dagur Bani and Nauhar Bani,
which can now be considered as gharanas of that time. As for the time before these Banis, there
were notions or theories like Bharatamat, Shivamat, Hanumantmat and Naradamat which were
prevalent then, hence which may also be considered as gharanas or ideologies of that time.

The certainty of the establishment of gharana tradition finds it difficult to be accurately placed
in time, as some scholars find its basis to be found in between 8" — 12" century during the
Rajput era; while some say gharanas to be formed only during the end time of the Mughal era,
as no mention of the gharana term was found in the ancient and medieval treatises. As for the
new gharanas, they were propagated after the 18" century during the British period. This
system was born out of the need for musicians to maintain their artistic identity and authority,
particularly at a time when the patronage from the princely courts was in decline. It served as
a means by which musicians could emphasize their lineage and preserve their unique musical
traditions.

For a gharana to be accepted by people, it was mandatory for it to have a continuity of three to
four generations. Not even an exceptionally brilliant musician’s newly created style would
identify as a gharana style, unless it survived him by at least three generations transmitted by
able successors. Following the guru — shishya tradition, a gharana could include any disciple
who was worthy and had potential, as well as would teach their sons, grandsons and relatives
following the tradition for generations to come.

The disciples of each gharana would follow and adapt to the voice and musical style of their
guru as a part of the tradition. Each gharana would keep itself distinct from the other, by
representing its own style, by keeping a unique gayaki and principles, and by having some
primary ragas and bandishes that the successors or artists would keep prevailing. For example,
Khayal gharanas such as Gwalior gharana had a strong focus on gamakas in tanas, and the use
of behlawa, bol — bant and bol — tanas with the absence of sargam, as a distinct feature of the
gharana. While on the other hand, Agra gharana was more of Dhrupad — Dhamar vocalists who
focused on portraying a bold and deep voice and featuring the bols in layakaris as an upaj.
Jaipur — Atrauli gharana showcased an open — throated akara across three octaves and blending
swara and laya within a steady tempo, featuring intricate swara patterns. Rendering rare and
new ragas was a distinct feature of this gharana. Kirana gharana, on the other hand focussed
more on the peacefulness and melodiousness of the swaras. This way each gharana would form
its own unique style of singing to keep itself distinct and retainable. Gharanas such as Patiala
gharana, Delhi gharana, Benaras gharana, Rampur — Sahaswan gharana, Indore gharana,
Mewati gharana, Bhendi bazar gharana and so on, also had a different way of portraying their
musical styles. And not just the Khayal gharanas, but there were various instrumental gharanas
and gharanas of various dance forms as well, who would carry forward the same guru — shishya
parampara for learning.
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Raga in Hindustani Music

Music being a practical art form has always been about creation and experimentation, the one
factor which also led gurus and mentors to form a distinct style of singing for their gharanas,
so as to form a different musical identity. This would mean working on specific ragas and their
bandishes, set of swaras and their style of singing to form an exclusive gayaki, the rules and
principles of singing and most of all, to pass it on to their disciples to fulfil the tradition.
However, these kind of experimentations in ragas would often form versions of them, based
on the individual understanding of aesthetics of the melodies, thus each gharana setting itself
apart from the other.

Raga, being the core element and the very basis of presentation of Hindustani Music is that
beautiful melodic structure which comprises of a pre-defined scale and a prescribed ascending
and descending order of notes (4roha - Avroha), which when is experienced, it not only pleases
the artist himself, but the listeners or audience at the same time. The term ‘Raga’ originates
from ‘ranj’ element, implying the fact that raga is such a medium through which ranjakta can
be implemented, and through which the ultimate objective can be manifested, that is to please
the listeners. Raga as a term was first and foremost defined by Acharya Matanga in
Brihaddeshi, while referring to Kashyapa’s definition —

“Swaravarna visheshana dhwani bheden va punaha
Rajyate yena yaha kashchita saragaha sanmataha satama”
“Yosau dhwani visheshastu swaravarna vibhushitaha

Ranjako janachitt@nama sa cha raga udahritaha’®

This implies, that a specific sound embellished with swaras and varnas that pleases the minds
of people is called as Raga.

Role of Gharana Tradition in Forming Versions of Ragas

Hindustani Music comprises of innumerable ragas, each having its own essence, grandeur and
character of its own. These ragas have always been present since long living traditions,
nurturing themselves into a particular kind that convey their own personality. However, there
are certain ragas that seem to have different versions of them, wherein gharanas play an
important role for their emergence. These versions show the ways in which a particular raga
that already has an existing prescribed melodic structure, can be portrayed in a different manner
by artists of certain gharanas. For instance, Raga Khambavati, which originates from Khamaj
thata has two versions, one which is prevalent and most followed, while a second version which
is sung differently in Jaipur — Atrauli gharana. The portrayal of the most followed version is as
such —

‘Srmp,dmg,ms,mpds,ndp,dmg,srm,gms’

Whereas the vocalists of Jaipur — Atrauli gharana sing this raga without the swara pancham in
it, as —

‘Sgm,dns§,ndm,gms™*
The second version can be clearly heard in Vidushi Kesarbai Kerkar’s interpretation of the
raga.
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Raga Chandrakauns is another prominent raga that has two versions, first which is the most
prominent comprising of komal gandhara, komal dhaivata and shuddha nishada in its scale;
while a second version can be seen different in Agra Gharana called as ‘Chandrakauns of Agra
Gharana’, which is distinct from the first version. This distinct version has the basic scale of
Malkauns, comprising of komal gandhara, komal dhaivata and komal nishada, but it is the
inclusion of shudhha re and pancham that makes the scale different from all. For example —

‘Sgmdns, sndp,pdndpmpm.mgmgrs?®

Another raga which is Raga Bihagda, also has versions wherein the first version is the most
prominent having both nishadas in the scale, which goes like —

‘Sgmd,pdndp,mg-"g,pmpgrs’

Whereas, a different version is found in Jaipur — Atrauli gharana which includes only shuddha
nishada in the scale, commonly known as ‘Ek nishada ki Bihdgda’. This distinct version can
be heard in the interpretations of artists like Vidushi Kishori Amonkar, Pt. Mallikarjun
Mansoor, Shri Jitendra Abhisheki, and other artists of the gharana.

Raga Ramdasi Malhar, a Malhar category raga which originates from Kafi thata also portrays
different versions of it; first version which is the most prominent that has both gandharas and
both nishadas present in the scale, and can be found in Pt. Vishnu Narayan Bhatkhande’s
Kramik Pustak Malika and Pt. Vinayak Rao Patwardhan’s Raga Vigyan; whereas a second
version is found different in both Jaipur — Atrauli gharana and Agra gharana respectively, both
slightly different from each other. While Jaipur — Atrauli gharana portrays it similar to the first
version, but only without shuddha gandhara in the scale, as heard in Pt. Mallikarjun Mansoor’s
interpretation —

‘Spmp mgmrs,rp—p,mpdnp,mpdnndnnssdnp,rmrpmp mg mgmrs’®

Whereas Agra gharana’s interpretation is a lot different from both the versions above, as it
skips dhaivata and shuddha nishada in the scale, and has only komal nishada because of which
the usual Malhar anga is not shown in this version’s scale. This version can be heard in the
interpretations of Ustad Faiyyaz Khan, Ustad Sharafat Hussain Khan and Vidushi Lalitha J.
Rao as such —

‘Nns,spggmrs,pnpss,rpp,mpspmpggmrs’

There is also Raga Megh, again a prominent Malhar category raga which often has different
interpretations of it, as some artists prefer not to show the Malhar anga in the scale, while some
others quite frequently sing the Malhar anga in it, thus making it a different interpretation in
the form of Megh — Malhar. This artistic variation reveals the different aesthetic sense in every
artist which makes the person different from others. Hence, these examples show that there are
a few ragas which get interpreted in different ways by the creative intellect of artists who come
under different gharanas.

Conclusion

In Hindustani Music, a gharana is established by adherence to a particular musical style. A
gharana also indicates a comprehensive musicological ideology, which substantially changes
from one gharana to the other. It strictly maintains the guru — shishya tradition for the learning
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process while embracing innovation as well in singing. Encouraging individual expression
within the framework of tradition and exploration in musical styles opens new horizons for the
artists to build their own singing style and technique. This becomes an important factor in the
emergence of versions of ragas in various gharanas. Gharanas and their traditions have rightly
protected our music heritage for generations by carrying on their unique musical styles, that
includes favouring their cherished ragas, compositions and gayaki, and most of all have kept
the tradition alive by passing on this precious knowledge to the emerging disciples. As Vidushi
Prof. Krishna Bisht says that “Raga is a unique phenomenon, which allows utmost of freedom
to the artist of course, within the strictest of rules. The same raga can be approached by each
artist in his own individual way creating different aesthetic delight.”® Hence, it can be
concluded that music being a practical art form, will always have a path open for artists to
explore this ocean of music in order to find new ways of creativity, thus giving us different
interpretations of raga form, and contributing in expressing the artistic skills and imagination
of artists.
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Introduction

Pandit Vishnu Digambar ji was born on 18th August, 1872 in a town called Kurundwad in a
state of Maharashtra in India. Kurundwad was a small kingdom and Shreemant Daajeesaahab
Patwardhan was its king. Pandit Vishnu Digambar ji’s father Shree Digambar Paluskar was a
famous Keertan-kaar (skilled storyteller, lecturer and entertainer who performs using wit,
music and instruments) in Shreemant Daajeesaahab’s court. Hence, the Paluskar family was
sheltered and supported by the king. Young Vishnu was growing up along with Daajeesaahab’s
son, prince Naanaasaahab. Despite his notable intelligence and academic brilliance, young
Vishnu unfortunately had to drop formal schooling due to his weak vision as a result of an
accident caused by fireworks.

Pandit Vishnu Digambar Paluskar was already acquainted with music from his father and his
surroundings from a tender age. After a brief stint with Pandit Maheshwarbuwa (previously
renowned tappa singer), pandit ji got trained in Hindustani Classical music under the tutelage
of Pandit Balakrishnabuwa Ichalkaranjikar. The latter was responsible for the establishment of
khayal gayaki of the Gwalior gharana to Maharashtra. Among his prime successors who kept
on the Gwalior gayaki flaming were Pandit Vishnu Digambar Paluskar, Neelakanthbuwa
Mirajkar, Annabuwa, Mirashi Buwa and Anant Manohar Joshi.

Contributions of Pandit V.D Paluskar

As a performer, Pandit ji graced many precious podiums across India and many countries.
Unfortunately, no direct evidence of the performances in the form of recordings are available
today for the new generations to get a glimpse of the exceptional musical capabilities Pandit ji
possessed. (However, recordings of contemporary artists such as Ustad Rahimat Khan (1920)
are available). Secondary evidence of his abilities can be traced through the renditions of his
disciples. In an attempt to preserve his gayaki, Pandit Vishnu ji established his own notation
system, which later on was simplified and made more accurate by Pandit Vishnu Narayan
Bhatkhande ji. At the age of 25, pandit ji started touring multiple states for concerts bringing
the Gwalior gharana gayaki to the ears of the public. Some of the major cities were Baroda,
Delhi, Mathura, Jaisalmer, Udaipur, Bombay, Lahor(now in Pakistan), Jodhpur and Amritsar.
In his search for new ways to propagate Indian music, Paluskar ji started organising ticket paid
concerts from 1897. It can be said that he was among the first Indian Musician to start paid
ticket concerts and that this has become a real business industry (comprising artist managers,
sound engineers, stage managers,etc) and a way of living of many talented vocalists,
instrumentalists and dancers.

Pandit Vishnu Digambar Paluskar ji will always be revered for institutionalising music
education. It was on 5th May 1901 that Lahor became home to the first ever music teaching
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institution. Gandharva Mahavidyalaya’s mission was to impart formal training in Indian
classical music. The institution was open to all and was one of the first in India to run on public
support and donations, rather than royal patronage. It was a challenge to the traditional Guru
shishya parampara (where students lived under the same roof with their teachers to learn the
arts). Many students from the School's early batches became respected musicians and teachers
in North India. This brought respect to musicians, who were treated with disdain earlier. Due
to financial difficulties and the pre Independence conflicts, Gandharva Mahavidyalaya had to
be relocated to Bombay (now Mumbai) in 1908 and in New Delhi in 1939. Inaugurated by
Pandit Vinay Chandra Maudgalye, disciple of Pandit Vinayakrao Patwardhan (notable alumni
of Gandharva Mahavidyalaya Lahor), the school is still run today and is among the most ancient
music schools in Delhi offering courses in various branches of Indian Music.

Imparting music teaching on a formal level has forever changed the whole education sector in
not only India but also in other countries. This has helped preserve this precious art form. For
example, in Mauritius, all secondary academic institutions implement music as a subject till
the age of 14. The Mahatma Gandhi Institute (MGI, Moka) established in December 1969, is
yet another example of an academic body offering music teaching from a similar pedagogical
vision as Gandharva Mahavidyalaya.

Fortunately, ample evidence can be obtained from archives on Pandit ji’s views on music
education and his pedagogical skills. He authored several books expressing his opinions on
musical terminologies and concepts. Being a great visionary, the latter was even working on
mechanical aids for keeping laya and taal for practice after being inspired from the western
metronome. This was in the 1900s prior to the inauguration of Gandharva Mahavidyalaya.
Pandit ji did not only teach music in the Guru-shishya parampara (without the excess of
domesticity), but always encouraged his students to reflect and to churn over his teachings and
music in general. This helped his students to always remain connected to music even
subconsciously. The results can be seen in the calibre of his students and their various own
contributions. Paluskar ji’s over 50 publications did not only comprise music teachings and his
opinions but he also archived his own compositions in different genres (khayaal, patriotic
songs, bengali and carnatic pieces, dohas and choupais). Some of the old bandishes (fixed
composition set to a rhythmic cycle) from his books are still rendered in concerts by Gwalior
gharana singers and other gharanas with a hint of the gwalior gayaki.

It can be said that the Gwalior parampara has till date been well preserved through the lineage
of Pandit Vishnu Digambar Paluskar ji. Pandit Omkarnath Thakur (one of the most celebrated
alumni of Gandharva Mahavidyalaya) kept on promoting and expanding the Gwalior gayaki as
a professor and later on dean of the faculty of performing arts of the prestigious Banaras Hindu
University. It was under his guidance that Dr N Rajam established the gayaki ang (the vocal
way of playing) on the violin and further propagated the Gwalior gayaki by contributing with
her own touch.

In the light of the above, we can see that the contributions of Pandit Paluskar ji as a vocalist,
evolving educationist and propagator has been matched by very few musicians till date. His
work, despite all the challenges he faced, allows us to reflect on the contributions one can bring
to any sector allowing the upcoming generations to inherit a better future.
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Abstract

This paper examines the representation of Gharana traditions in Chhattisgarhi cinema,
exploring how these cinematic portrayals contribute to the construction and reinforcement of
regional identity. Gharanas, traditionally associated with classical music and dance, serve as
cultural markers that encapsulate the values, customs, and heritage of specific communities
within Chhattisgarh. The study delves into the cinematic narratives that highlight these
traditions, analyzing how filmmakers utilize Gharana motifs to evoke a sense of belonging and
pride among local audiences.

The research adopts a cultural studies approach, situating Chhattisgarhi cinema within the
broader context of regional cinema in India. It explores the intersection of Gharana traditions
with themes of modernization, globalization, and the preservation of cultural heritage. Through
a close reading of selected films, the paper identifies recurring motifs and narrative strategies
that foreground Gharana traditions as a symbol of regional identity. For instance, the portrayal
of Gharana-based music and dance sequences not only serves as a form of entertainment but
also acts as a vehicle for cultural education, reinforcing the importance of these traditions in
contemporary Chhattisgarhi society (Sharma, 2020).

Moreover, the study critically engages with the representation of gender within these Gharana
traditions, examining how cinema both challenges and reinforces patriarchal norms. The
depiction of female protagonists as custodians of Gharana traditions, for example, reflects the
complex interplay between tradition and modernity, where women navigate their roles within
the family and the community (Patel, 2018).

In conclusion, this paper argues that Chhattisgarhi cinema plays a crucial role in the articulation
of regional identity through the lens of Gharana traditions. By bringing these cultural practices
to the forefront, filmmakers contribute to a nuanced understanding of what it means to belong
to the Chhattisgarhi community in an increasingly globalized world. This study thus offers new
insights into the role of regional cinema in the preservation and promotion of cultural heritage.

Keywords: Gharana Traditions, Chhattisgarhi Cinema, Regional Identity, Cultural Heritage,
Gender Representation

Introduction

Chhattisgarhi cinema, often overshadowed by mainstream Bollywood and other regional film
industries, has gradually carved out a niche for itself by focusing on the unique cultural
narratives of the Chhattisgarh region. Among these narratives, the depiction of Gharana
traditions—a concept typically associated with classical music and dance lineages—emerges
as a vital component in the articulation of regional identity. These traditions are not merely
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artistic forms; they are deeply embedded in the social and cultural fabric of Chhattisgarhi
society, serving as repositories of collective memory and identity (Kumar, 2019).

The exploration of Gharana traditions in Chhattisgarhi cinema offers a lens through which the
complexities of regional identity can be understood. Cinema, as a visual medium, has the power
to shape and reflect societal values, and in the context of Chhattisgarh, it plays a significant
role in preserving and propagating local culture (Deshmukh, 2021). By highlighting Gharana
traditions, filmmakers contribute to the preservation of these cultural practices, while also
adapting them to fit contemporary narratives that resonate with modern audiences. This
adaptation often involves a negotiation between tradition and modernity, where the Gharana
serves as both a cultural anchor and a site of innovation (Verma, 2017).

Furthermore, the representation of Gharana traditions in Chhattisgarhi cinema is not without
its challenges. The portrayal of these traditions must navigate the fine line between authenticity
and commercialization, as filmmakers strive to maintain the cultural integrity of Gharana
practices while also appealing to a broad audience (Singh, 2016). This tension highlights the
dynamic nature of regional identity, which is constantly being redefined through cultural
expressions such as cinema.

In this study, we aim to analyse how Chhattisgarhi cinema portrays Gharana traditions and
what this reveal about the construction of regional identity. By examining a selection of films
that feature Gharana motifs, we will explore the ways in which these traditions are used to
convey themes of belonging, cultural continuity, and social change. Through this analysis, the
study will contribute to a deeper understanding of the role of regional cinema in the ongoing
discourse of cultural identity in India.

Research Objectives

The primary objective of this study is to explore and analyze the role of Gharana traditions in
Chhattisgarhi cinema and how these traditions contribute to the construction and expression of
regional identity. This research seeks to delve into the following specific objectives:

1. To examine the portrayal of Gharana traditions in selected Chhattisgarhi films:
This objective aims to identify and analyze the ways in which Gharana traditions are
depicted in Chhattisgarhi cinema. It will involve a detailed examination of how these
traditions are integrated into the narrative structures, character development, and visual
aesthetics of the films. The study will focus on identifying recurring motifs, symbols,
and themes associated with Gharana traditions and how these elements contribute to
the overall storytelling.

2. To understand the role of Gharana traditions in shaping regional identity: This
objective seeks to explore the connection between Gharana traditions and regional
identity as portrayed in Chhattisgarhi cinema. The study will analyze how filmmakers
use Gharana motifs to evoke a sense of belonging, cultural pride, and continuity among
the Chhattisgarhi audience. It will also examine how these traditions are represented as
markers of cultural uniqueness and how they differentiate Chhattisgarhi identity from
other regional and national identities.
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3. To analyze the intersection of Gharana traditions with modernity and
globalization: This objective aims to investigate how Gharana traditions in
Chhattisgarhi cinema interact with themes of modernity and globalization. The study
will explore how these traditions are adapted or transformed in response to
contemporary social changes and the pressures of a globalized world. It will also
examine how filmmakers negotiate the balance between preserving cultural heritage
and appealing to modern sensibilities.

4. Toexplore gender dynamics within the representation of Gharana traditions: This
objective focuses on understanding the gendered aspects of Gharana traditions as
portrayed in Chhattisgarhi cinema. The study will analyze how these traditions are
linked to gender roles, particularly in the depiction of female characters as custodians
or challengers of tradition. It will also examine the extent to which these representations
either reinforce or subvert traditional patriarchal norms within the context of Gharana
practices.

5. To contribute to the broader discourse on regional cinema and cultural identity in
India: Finally, this objective seeks to position the findings of the study within the wider
academic discourse on regional cinema and cultural identity in India. The study aims
to offer new insights into the role of regional film industries in preserving, promoting,
and transforming cultural practices. By focusing on Chhattisgarhi cinema, the research
intends to highlight the unique contributions of this regional industry to the national
cultural landscape.

Research Questions

To achieve the above objectives, the study will be guided by the following detailed research
questions:

1. How are Gharana traditions depicted in Chhattisgarhi cinema, and what
narrative strategies do filmmakers use to incorporate these traditions?

o This question seeks to uncover the specific ways in which Gharana traditions
are visually and narratively represented in Chhattisgarhi films. It aims to
identify the techniques employed by filmmakers to integrate these traditions
into the cinematic narrative, whether through character development, plot
structures, or symbolic imagery. The question also seeks to explore whether
these depictions are consistent across different films or vary depending on the
director's vision and the film’s thematic concerns.

2. In what ways do the portrayals of Gharana traditions contribute to the
construction of regional identity in Chhattisgarhi cinema?

o This question focuses on the connection between Gharana traditions and
regional identity. It seeks to understand how these cultural practices are used as
symbols of Chhattisgarhi identity and how they resonate with the local
audience. The question also explores the role of Gharana traditions in
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differentiating Chhattisgarhi identity from other regional and national identities,
and how cinema acts as a medium for the articulation of this identity.

3. How do Chhattisgarhi filmmakers navigate the tension between tradition and
modernity in their depiction of Gharana traditions, especially in the context of
globalization?

o This question investigates the dynamic relationship between tradition and
modernity in Chhattisgarhi cinema. It seeks to understand how filmmakers
balance the preservation of Gharana traditions with the demands of
contemporary storytelling and audience expectations. The question also
explores how these traditions are adapted or transformed in response to the
influences of globalization and modernization, and what this reveal about the
evolving nature of regional identity.

4. What are the gendered implications of representing Gharana traditions in
Chhattisgarhi cinema, and how do these representations either reinforce or
challenge traditional gender roles?

o This question examines the gender dynamics within the portrayal of Gharana
traditions in Chhattisgarhi cinema. It seeks to analyze how these traditions are
linked to gender roles, particularly the roles of women as custodians or
challengers of tradition. The question also explores whether the representation
of Gharana traditions in these films reinforces traditional patriarchal norms or
provides a platform for subverting and reimagining these norms within the
cultural context of Chhattisgarh.

Review of Literature

The study of Gharana traditions in Chhattisgarhi cinema intersects with multiple academic
fields, including regional cinema studies, cultural identity, and the representation of traditional
art forms in contemporary media. This review of literature will examine the existing research
in these areas, providing a foundation for understanding how Gharana traditions are portrayed
in Chhattisgarhi cinema and their implications for regional identity.

Regional Cinema and Cultural Identity

Regional cinema in India has long been a site for the articulation and preservation of cultural
identity. Scholars like Rajadhyaksha (2014) have emphasized the role of regional film
industries in reflecting the linguistic, cultural, and social specificities of their respective
regions. According to Rajadhyaksha, regional cinema serves as a counter-narrative to the
homogenizing influence of Bollywood, allowing for the expression of localized identities and
experiences. In the context of Chhattisgarhi cinema, this assertion holds particular significance,
as the industry has emerged as a platform for showcasing the unique cultural practices and
traditions of Chhattisgarh.

Furthering this discussion, Chakravarty (2012) has argued that regional cinema is crucial for
the survival of local traditions and languages, especially in the face of globalization.
Chakravarty's research highlights how regional films often serve as cultural repositories,
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preserving traditional art forms and practices that might otherwise be marginalized or forgotten.
This perspective is particularly relevant to the study of Gharana traditions in Chhattisgarhi
cinema, as these traditions are deeply rooted in the cultural heritage of the region. By
incorporating Gharana motifs into their narratives, Chhattisgarhi filmmakers contribute to the
preservation and promotion of these cultural practices.

In addition, Ghosh (2016) has explored the role of regional cinema in constructing and
negotiating regional identity. Ghosh’s work suggests that regional films often engage in a
dialogue with both local and global audiences, simultaneously affirming regional identity while
appealing to broader sensibilities. This duality is evident in Chhattisgarhi cinema, where
filmmakers use Gharana traditions not only as a means of preserving local culture but also as
a way to engage with contemporary issues such as modernization and globalization. The
portrayal of these traditions in cinema thus becomes a complex process of identity formation,
where tradition and modernity coexist and inform each other.

Representation of Traditional Art Forms in Cinema

The representation of traditional art forms in cinema has been a topic of scholarly interest,
particularly in terms of how these forms are adapted to suit the cinematic medium. Mukherjee
(2013) has explored this in the context of Indian cinema, noting that traditional art forms such
as classical music and dance are often recontextualized to fit modern narratives. Mukherjee
argues that this recontextualization can lead to both the preservation and transformation of
these traditions, as filmmakers adapt them to contemporary themes and aesthetics. In
Chhattisgarhi cinema, Gharana traditions undergo a similar process, where their portrayal in
films reflects both a reverence for tradition and an adaptation to the cinematic form.

Similarly, Sen (2015) has examined the challenges of representing traditional art forms in a
way that remains authentic while also appealing to a modern audience. Sen’s research
highlights the tension between maintaining the integrity of traditional practices and the
demands of commercial cinema, which often require a certain level of dramatization or
simplification. This tension is particularly relevant in the depiction of Gharana traditions in
Chhattisgarhi cinema, where filmmakers must balance the cultural significance of these
traditions with the need to create engaging and accessible narratives.

Moreover, Dasgupta (2011) has studied the role of cinema in the revival of traditional art forms,
particularly in regions where these practices are at risk of fading away. Dasgupta’s work
underscores the potential of cinema as a medium for cultural education, where traditional art
forms are not only preserved but also revitalized through their cinematic portrayal. This
perspective is pertinent to the study of Gharana traditions in Chhattisgarhi cinema, as the
industry plays a significant role in bringing these traditions to a wider audience, thus
contributing to their continued relevance in contemporary society.

Gender Representation in Indian Cinema

The representation of gender in Indian cinema has been extensively studied, with particular
attention given to how traditional gender roles are reinforced or challenged through cinematic
narratives. Kapur (2010) has explored the depiction of women in regional cinema, noting that
female characters are often portrayed as the custodians of tradition, tasked with preserving
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cultural practices within the family and community. This portrayal is evident in the
representation of women within Gharana traditions in Chhattisgarhi cinema, where female
protagonists are frequently depicted as the bearers of cultural heritage. Kapur’s analysis
provides a useful framework for understanding the gender dynamics at play in the cinematic
portrayal of Gharana traditions.

Building on this, Bhattacharya (2012) has examined the intersection of gender and tradition in
Indian cinema, focusing on how traditional practices are used to both empower and constrain
female characters. Bhattacharya’s research suggests that while tradition can serve as a source
of strength and identity for women, it can also reinforce patriarchal norms that limit their
agency. In the context of Chhattisgarhi cinema, this duality is reflected in the portrayal of
Gharana traditions, where female characters often navigate complex relationships with
tradition, balancing their roles as preservers of culture with their desires for autonomy and self-
expression.

Further, Menon (2018) has investigated the ways in which regional cinema challenges
conventional gender roles, particularly in the depiction of women as active agents of cultural
change. Menon’s work is relevant to the study of Gharana traditions in Chhattisgarhi cinema,
where women are sometimes portrayed as innovators who reinterpret traditional practices to fit
modern contexts. This portrayal challenges the traditional view of women as passive bearers
of culture, instead highlighting their active role in shaping and redefining cultural identity.

Cultural Heritage and Cinema

The relationship between cinema and cultural heritage is another critical area of study,
particularly in terms of how films contribute to the preservation and transmission of cultural
practices. Prasad (2009) has argued that cinema serves as a powerful tool for cultural
preservation, particularly in regions where traditional practices are under threat. Prasad’s
research highlights how films can document and disseminate cultural knowledge, ensuring that
traditional practices are passed down to future generations. This perspective is particularly
relevant to the study of Gharana traditions in Chhattisgarhi cinema, where the depiction of
these practices contributes to their ongoing relevance and continuity.

In addition, Chatterjee (2014) has examined the role of cinema in the construction of cultural
memory, particularly in the context of regional identity. Chatterjee’s work suggests that films
play a crucial role in shaping collective memory by portraying cultural practices and traditions
in ways that resonate with contemporary audiences. In Chhattisgarhi cinema, the depiction of
Gharana traditions not only preserves these practices but also situates them within the broader
narrative of regional identity, contributing to a collective understanding of what it means to
belong to the Chhattisgarhi community.

Lastly, Ranjan (2017) has explored the impact of cinema on the revitalization of cultural
practices, particularly in regions where these practices are at risk of being overshadowed by
mainstream cultural influences. Ranjan’s research underscores the role of regional cinema in
bringing marginalized or declining cultural practices to the forefront, thus contributing to their
revival and adaptation in contemporary contexts. In the case of Chhattisgarhi cinema, the
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portrayal of Gharana traditions serves not only as a form of cultural preservation but also as a
means of revitalizing these practices for a new generation of audiences.

The existing literature provides a comprehensive foundation for understanding the portrayal of
Gharana traditions in Chhattisgarhi cinema and their significance for regional identity. Scholars
have explored the role of regional cinema in preserving cultural heritage, the challenges of
representing traditional art forms in contemporary media, and the complex dynamics of gender
and tradition in Indian cinema. This study will build on these insights, offering a focused
analysis of how Gharana traditions are depicted in Chhattisgarhi cinema and what this reveals
about the construction of regional identity in the context of a rapidly changing cultural
landscape.

Methodology of Reviewing Literature

The literature review was conducted through a systematic and comprehensive approach,
focusing on academic sources related to regional cinema, cultural identity, and the
representation of traditional art forms in Indian cinema. The process involved the following
steps:

1. Selection of Sources: Academic books, peer-reviewed journal articles, and scholarly
essays were selected based on their relevance to the themes of Gharana traditions,
regional cinema, cultural identity, and gender representation. Databases such as
JSTOR, Google Scholar, and academic libraries were used to identify key sources.

2. Inclusion Criteria: Sources were included if they provided insights into the role of
cinema in preserving cultural heritage, the depiction of traditional practices in films,
and the construction of regional identity through cinematic narratives. Works that
specifically addressed the Chhattisgarhi film industry or related regional cinemas were
prioritized.

3. Thematic Categorization: The selected literature was categorized thematically into
sections, such as regional cinema and cultural identity, representation of traditional art
forms, gender dynamics in cinema, and cultural heritage preservation. This
categorization helped in systematically analyzing the literature and drawing
connections between different themes.

4. Critical Analysis: Each source was critically analyzed to identify key arguments,
methodologies, and conclusions. The analysis focused on how these works contribute
to the understanding of Gharana traditions in Chhattisgarhi cinema and their role in
shaping regional identity.

Data Analysis of Literature Review

The analysis of the literature involved identifying recurring themes, gaps, and areas of
consensus or debate among scholars. The thematic categorization allowed for a structured
comparison of different perspectives on the role of regional cinema in cultural preservation and
identity formation. Key patterns were identified, such as the tension between tradition and
modernity, the gendered portrayal of cultural practices, and the challenges of representing
traditional art forms in a commercial medium. The analysis also highlighted the relative
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scarcity of literature specifically addressing Chhattisgarhi cinema, indicating a gap that this
study aims to fill.

Conclusion

The literature review provided a solid foundation for understanding the role of Gharana
traditions in Chhattisgarhi cinema and their significance in the construction of regional identity.
The review highlighted the critical role of regional cinema in preserving and promoting cultural
heritage, while also identifying the challenges of representing traditional practices in a
contemporary context. The insights gained from this literature review will guide the subsequent
analysis of Gharana traditions in Chhattisgarhi films, contributing to a deeper understanding of
regional identity in the context of Indian cinema.
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Abstract:

The Vedic Era is considered the most ancient period in Indian culture. The term "Vedic era"
refers to the extended period during which the four Vedas and their various parts expanded.
The Vedas and Maharshis' statements contain the fundamental origins of all arts and scriptures.
Similarly, the Vedas include information about the origins of Indian music. Music is an integral
part of Indian Culture and is as old as mankind. In general, we assume that music originated
from the Sama Veda. Despite considering Vedas as the root of Indian music, Today's Indian
music lovers do not give as much importance to Vedic music as they give importance to the
music of modern times. Without Vedic music, modern music is unimaginable because Vedic
music is the breath and soul of Indian music. Only ancient tradition, heritage, and culture show
us the importance and real value. The Vedas represent the wisdom of Indian music. The
purpose of this paper is to illustrate the importance of Indian music in the Vedas, as well as the
significance of Sama gana in Vedas.

Key Words: Vedic Period; Indian Music, Sama Veda, Sakhas, Gandhrava and Louki Svaras.
Introduction

Vedic literature provided the earliest historical perspective on India’s past and rich civilisation.
Veda is the proven history of ancient Indian music. Indian music is the lifeblood of mankind.
It has shown humans the right path from ancient times to the present. Ancient Indian music has
an important role in every stage of life, from birth to death. As yet, Sama is sung by Sa-svara
Patha and known as Sama gana, plays a significant role in Vedas. In Srimad Bhagavad Gita,
Lord Sri Krishna says “Vedanam Samavedosmi” (BG 10.22), | am the Samaveda amongst the
Vedas. Itiswith life, from entertainment to Moksha. Our music is connected to all deities even
the Lord appears when His glory is sung. The Padma Purana says what Lord Vishnu told
Narada:

g T AP US AR ged 19|

HogadT 97 Traf= o fagrfy arg ||
(Neither do I reside in Vaikuntha nor in the hearts of the Yogis, but I dwell where my devotees
sing my name, O Narada !!)

Our ancient music always wishes peace and prosperity for all living creatures through mantras
in many genres. That’s why it is said:

3 94 Yag GRA: T4 g AR |
Td USTIOT UG AT Fidgg-@Uryadq| 3 ifa: rifa: wifa: 1

(may everyone be happy, may everyone be free from all diseases. may everyone see goodness
and auspiciousness in everything, and may none be unhappy or distressed).
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This is the selfless, positive, and powerful mantra of Vedic Music. Although today's generation
is immensely interested in Indian music and has a career in music, they have little to no interest
in Vedic music. The styles of ancient music have changed as time passed and it is used as a
manual for modern Indian music.

Objectives:

e To Study vocal and instrumental music from the Vedic period.

e To understand the popularity of Sama Music on both sacrificial and secular occasions in all
the Vedas.

e To acquire knowledge of three types of Sakhas.

e To know Loukik Svaras and Gandharva Svaras

Review of Literatures:

According to Supriya Pal (2017) Music means sounds that produce beauty in shape, harmony,
and emotional expression. The Samaveda is regarded as the foundation of Vedic Indian
literature. Music serves two purposes, entertainment and self-realization. She highlights the
omnipresence of Shabdabrahma, which is everywhere. She mostly mentioned music which is
in Samaveda.

Dr. Shital More & G.B.V. Anuradha (2013) focused on the Vedic period. They described
the different deities of music as well as the evaluation of music. Individual ego should not
interfere with music since ego is always superior to good, like Narada's ego affected Ragas and
Raginis.

According to Velury Sumitra (2024) mentioned about Vedic society, including music and
dancing. She has stated that Indra is the greatest of the entire pantheon of Gods. Maruta is the
God of Dance. The twin Gods known as the Asvins are responsible for singing and dancing. In
Upanishad song and dance are mentioned.

Research methodology: Secondary data has been used for this study. The secondary data has
been collected from various sources including books, journals, researchers, and web sources.

Study Area:
Meaning of Veda:

The term Veda is from the root ‘Vid’. To know and indicates that by which is obtained the
knowledge of the ways and the means of achieving spiritual ends.

Ancient period:

There are different views among scholars regarding the period of Vedas. According to Sir John
Marshall, the Ancient period existed from 5000 to 3000 BC. Dr. Radhakumud Mukherjee wrote
in his book “Hindu Civilization that the time of the Ancient period existed from 3250 -2750
BC. It is quite difficult to say the exact time of the Vedic period. The period of Vedic music
can only be determined by the period of the Vedas itself. The music prevalent during the Vedic
era is classified into three categories for convenience in study:

1. Music in Rig, Yajur and Atharva

2. Music in Sama Veda
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3. Music in Upanishad and Siksha Granth
The Rig Veda:

The Rig Veda includes the rites of Geet, Vadya, and Nritya. "Trivriddayi Shilpam Geetam
Nrityam Vaaditamiti". The Rigveda includes a collection of stuti mantras. The Rigveda divides
svaras into Udatta, Anudatta, and Svarita. These were not svaras, but rather precise
pronunciation patterns, notably the three pitches used in Vedic recitative. Udatta is a sharp
pitch made from the upper half of the palate, Anudatta is a grave pitch made from the lower
half of the same space, and Svarita is a combination of the two. There were seven svaras
identified during the Vedic period. At the beginning of the Vedic period, the svaras were named
Krushta, Prathama, Dwitiya, Tritiya, Chaturtha, Mandra, and Atisvarya. The svaras' hames
evolved over time, becoming Shadaj, Rishav, Gandhar, Madhyam, Pancham, Dhaivat, and
Nishad, respectively.

Stom is well-known in Vedic Sangit. Geet Prabandha is referred to in the Rigveda under the
names Geeti, Gatha, Gayatra, and Sama. In the Rigveda, vocalists were known as Gathin and
Gayatrin. The singing of Sama is frequently mentioned in the Rigveda, showing that even
before the Rigveda was compiled, Samaganas were widely promoted and many hymns were
performed based on them. Sama singing was performed on both sacrificial and secular
occasions. Rig Veda mentions the trend of instrumental music, including Tat Vadya, Susir
Vadya, Ghana Vadya, and Avanaddha Vadya. During this time, there existed a popular string
instrument known as the Vana, Karkari. Membrane instrument Dundubhi is also mentioned in
Rigveda. In colloquial language, it is known as Nagaada or Nagara. In the Vedic period, there
existed a particular instrument known as 'Aghati’ that belongs to the Ghana Vadya category.
The Susir Vadya were referred to as Bakur and Naadi in the Rigveda.

The Yajur Veda:

Yajus key speciality is the incorporation of prose mantras in the form of acceptable sentences
for Yagyan, which should be pronounced in a higher pitch. According to Taittiriya and Satpath
Brahmin, Brahmin vocalists used to sing during the day and Kshatriyas at night. Mantra music
contains the essence of Sama Gaan, while Gathas comes within the category of loukik music.
Sama Sangeet is exclusively mantra music i.e. music dedicated to the worship of Gods.
Samagana is essential in this Yagnya, and it is impossible to envision performing a yagna
without it. The initial samagan, followed by mantra recitation, was a prescribed sequence in
the rituals. Samagana education wasn't just for sama singers. The scriptures clearly show that
the doctrine of Samagan was prevalent in different branches of each Veda. Apart from Vedic
music such as Sama, Gatha, and Narashansi, loukik music was popular among the people of
the period. A few instruments were found in the Yajur Veda like Adambar (avanaddha), Veena
(string instrument), and Tunav (susir vadya).

Atharva Veda:

The Atharva Veda has a specific place in Vedachatushtayi. Sama was found within this.
Atharva Veda’s mantras are not sung for Yagna or Gaan. These mantras are intended to
promote tranquilly, good health, and protection.
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Sama Veda:

Samaveda has a special place in Vedachatushtayi from the musical point of view. Indian
Classical music originates from Sama. Pranav or Omkar is considered the essence of all the
Vedas. The synonym of this Pranav is Udgeetha in Samaveda and this Udgeetha is called the
essence of Samaveda by Chhandogya Upanishad. According to Chhandogya Upanishad, the
essence of entire Sama Veda is contained in Sadgeetha which is sung in a high voice. The main
form of Udgeetha is the root(mulabhuta) svara which is sung at the beginning, middle, and end
of the Sama.

The mantras remain on svara and are sung, therefore it is called as Sama Gana. Every Veda
contains at least one Shiksha, which talks about correct pronunciation and recitation.
Differences in pronunciation and recitation resulted in the formation of many Shakhas
(branches). Nowadays, only three Sakhas are available: (1) Ranayaniya, (2) Kauthumiya, and
(3) Jaiminiya. Kauthuma Sakha is widespread in Gujarat and Bangladesh. Jaimini Sakha is
prominent in Karnataka, while Ranayaniya is prevalent in Maharashtra. According to
Chhandogya, Ruk contains the use of words, while Sam contains the core of Ruk. If the word
is Ruk, then Sama is its soul. Sama is the song of only a few Rigvedic mantras, not those from
other Vedas. Sama is the notation of the words of the mantras of the Rigveda. Sama Veda has
taken Matu (Bols) from Rigveda and given Dhatu (Svar) in its way. The selection of Rigveda
mantras for recitation is known as Samasamhita. Sama Veda consists of two major parts.
Archic and Gaan. The Archic part collection solely of Rigvedic Rucha. Archic collection of
two parts: Purvarchik and Uttararchik. The verses from the first to the fifth chapter of
Purvarchik are referred to as "Gramgaan". Only the sixth chapter is categorised as
"Aranyagaan". Songs based on Purvarchik's verses are known as Gramagaan, Gramageya
Gaan, Prakriti Gaan, or Geya-gan. The songs composed based on the verses of Aranya Samhita
are called Aranya Geya or Aranya Geyagaan. The songs composed on the basis of the verses
of Uttararchika are called Uha Gaan. Gramageya Gaan was sung in the village. Aranyageya
Gaan was performed in the forest. It was known as Rahasyagaan or Rahasyageyagaan. It was
also known as Uharahasya Gaan, in brief, it was called Uhwagaan. Both Uhagaan and
Uhwagaan were performed in Yagnya. Uhagaan was based on Gramageyagaan, whereas
Uhwagaan was based on Rahasyagaan. The Gaan text is one of Samaveda's two most important
texts. Archic text indicates only the literature of Sama, while Gaan texts indicate the svara form
of Sama.

In Samaveda, singers used to practice Pranava Omakara with clear vowel and good
pronunciation. Modern classical singers still follow it. Samaveda mentions several kinds of
Brahmanas. A few instruments were discovered in the Sama Veda, including the Kandaveena,
Pichol, Trunava, and Dundubhi. Praudha Brahmin (1.3.1) contains the first invocation of
Saraswati as the deity of Svara. In this period, we can see the practice of pranayam, which was
very significant for chanting Omkaram, as well as the places of Mandra (lower), Taratar
(higher), and Taratam (very higher) in music. Until Samagan, only three svaras were used. At
the period, only the three svaras were taught and trained. In the Vedic period, Sama Gaana was
first performed in Sapta Swara. Panini Siksha and Naradiya Siksha provide proof of this.
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In Vedic literature, three Svaras are mentioned. In Brihaddeshi, the grammatical etymology of
the word Svara is first evident. Patanjali says, 'Swayam Rajante it Svarah', which implies that
whatever pleases (humans and other beings) is Svara. Sama Svaras were arranged in
descending order. According to Prof. Muley's book, the descending sequence of Svaras is based
on Venu (Bansuri). Even in folk singing, singers descend after touching the Svara. Venu
(Bansuri) clearly explains the Samaveda svaras in Naradiya Siksha. Naradiya Siksha took the
help of Venu to compare Vedic and Loukik Svaras. According to the history of Indian music,
all musicologists agree that before the Grama and Svaras were established, the man began
singing. Human throats are natural musical instruments. When the child cried or the mother
attempted to put the child to sleep, she would sing a lullaby. It means the descending order of
Sama Gram was established based on the Song.

The scale of Sama music was in descending order. The Svaras in Samaveda were known as
Yamas, and their names were Krushta, Prathama, Dwitiya, Tritiya, Chaturtha, Mandra, and
Atisvara or Atisvarya. The complete octave of Samagrama is formed in this manner. The names
of the first, second, third, and fourth Svara are rendered numerically. The names of the three
notes, Krushta, Mandra, and Atisvara, were represented using descriptive words. In Vedic
music was generally confined to three to five notes. According to Naradiyasiksha, Archika
consists of one note, Gathika of two notes, and Samika of three. The Samagana started with
the first three notes. The fourth note is called Svarantar, and it consists of four notes. The
majority of Kauthuma Sakha's songs are sung in five svara. Other sama singers sing in six
svaras, while two Sama singers sing in seven svaras. Earlier three-four svaras were used in
Sama but it was eventually expanded to seven svaras.

According to Naradiyasiksha, Samaga's first Svara is the Madhyam of Venu (Vanshi), followed
by the Gandhar of Venu, the Rishav of Venu, the Shadja of Venu, the Dhaivat of Venu, the
Nisad of Venu, and the Pancham of VVenu. Naradiya Siksha identifies the svaras as Ma, Ga, Re,
Sa, Dha, Ni, and Pa. Loukik Svaras include Ma, Ga, Re, Sa, Ni, Dha, and Pa. According to
Sayan, the Samagram is Ni, Dha, Pa, Ma, Ga, Re, and Sa. Sayan identifies the Nishad, Dhaivat,
Pancham, Madhyam, Gandhara, Rishaav, and Shadja of Gandharva Sangeet as Krushta,
Pratham, Dwitiya, Tritiya, Chaturtha, Mandara, and Atisvarya. It is possible that taking the
modern sa re ga ma pa dha and ni as the svara of the samagana,

Bharat and Sharangadeva considered the Svaras of Samveda as Shuddha. Samaveda singing
has traditionally continued to date in the same manner since its inception. By rigorously
observing the hymns of this Veda, it will be revealed that the Ga Re Sa Ni Dha Pa, which come
from Tar Sthana to Madhya Sthana and are defined in Samaveda as Pratham, Dwitiya, Tritiya,
Chaturtha, Mandra, and Atisvarya, are in descending order. When Gandhara Svara is used,
Madhyam also comes in the form of Gamaka, which is known as Samavedi Krushta. If these
seven notes are placed in the middle (Madhya Saptak), their form and position will be as
follows:
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Sa Re Ga Ma Pa Dha Ni

Tritiya Dwitiya Prathama | Krushta Atiswarya | Mandra Chaturtha
1. 10/9 32/27 4/3 3/2 5/3 16/9

(Sa.Chu.Ma., Adyar Sanskaran, page 7-8)

The form and place of Samaveda has remained the same as that of Shuddha Gram svaras till
the time of Bharat, that is, the svaras of Samaveda are similar to the svaras of Kafi of Hindustani
music and Kharharpriya of Carnatic music.

Yajnavalkya Siksha discusses the emergence of musical notes Sadja, Rishabha, Gandhara,
Madhyama, Panchama, Dhaivata, and Nisada. According to Manduki Siksha, the peacock utter
Sadja, the cow or bull utter Rishabha, the goat utter Gandhara, the krauncha bird (curlew) utter
Madhyama, the cuckoo utter Panchama, the horse utter Dhaivata, and the elephant utter
Nishada.

In the Vedic period, classical music was called Gandharva. Bharat has mentioned Gandharva
and Gaan in the description of music. Later on, the use of Marga Sangit was used for this music.
The other name of Marga is called Gandharva. Marga means way. The music which is pleasing
to the Gods and gives liberation is called Marg Sangeet. The other one is Deshi Sangit. Matang
was the first to introduce the word 'Marga-Deshi'. What is sung in the style of different regions
and entertains people is Deshi music. Music whose aim is spiritual consciousness is Marga
Sangeet. This music includes only high-quality experiments. Kush and Luv sang Ramayana in
the tradition of Marga Sangit. The king had so much respect for music and artists in the time
of Ramayan. Rama was a live example when Kush and Luv had sung Ramayan at Darvar of
Ayodhya. since ancient times, music has changed its form with time and people’s interests.
Music has evolved its form with time and people's interests.

Conclusion:

This paper attempts to discuss music in the Vedic age. The Rigveda, Yajurveda, Samaveda,
Atharvaveda, Upanishad, and Sakha all contain a variety of musical genres. Different types of
instruments were also used during the Vedic period. Sama Veda is the considered as the root
of Music. Sama is the song of only some mantras of Rigveda. If word is Ruk, Sama is its soul,
Sama is the notation of the words of the mantra of the Rigveda. Sama music was the descending
order. The sapta Svaras used in Panini Siksha and Naradiya Siksha. Indian ancient music
flows like the Ganges, changing shape throughout time. Vedic music will remain a guiding
beacon for Indian music and also today’s music lovers.
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Abstract:

Print media has long played a vital role in promoting and preserving the rich traditions of Indian
Classical Music, including its diverse Gharanas. This paper explores how leading Indian
newspapers, and specialized magazines contribute to the dissemination of Indian Classical
Music and the distinct Gharanas that form its foundation. Through a comparative case study of
national dailies like The Times of India and The Hindu, alongside specialized publications such
as Sruti and Raga & Rhythm, the research examines the strategies used to cover and promote
these cultural elements. The study focuses on the frequency, depth, and thematic emphasis of
the content, particularly in relation to the representation of different Gharanas. Additionally,
the role of regional newspapers in highlighting local Gharanas and classical music traditions is
analyzed. By assessing the content, readership, and cultural influence of these publications,
this paper offers a comprehensive understanding of the effectiveness of print media in
promoting both Indian Classical Music and its Gharanas. The findings provide valuable
insights for media professionals, cultural advocates, and scholars interested in the preservation
and promotion of India's musical heritage.

Keywords: Print Media, Gharanas, Indian Classical Music, Cultural Promotion.

Indian Classical Music, a profound cultural heritage, is deeply intertwined with the concept of
Gharanas, or schools of music, each representing a unique stylistic lineage. These Gharanas,
such as the Gwalior, Kirana, Agra, and Patiala, have been instrumental in preserving and
evolving the diverse traditions of Hindustani classical music over centuries (Serenade)
(Moments Log). Each Gharana reflects not only technical musical distinctions but also
embodies the philosophical, spiritual, and aesthetic values that are intrinsic to Indian cultural
identity (Serenade).

Despite the rapid growth of digital media, print media continues to play a significant role in
promoting and preserving these Gharanas. Publications like The Times of India and The Hindu
regularly feature articles and reviews that highlight the contributions of various Gharanas, thus
aiding in their preservation and popularization (Moments Log). Additionally, specialized
magazines such as Sruti and Raga & Rhythm provide in-depth coverage of classical music
events and artist profiles, contributing to a broader understanding and appreciation of the
Gharanas among a targeted audience (Serenade).

This study explores the role of print media in the promotion of Indian Classical Music,
particularly the Gharanas, by analyzing content from selected newspapers and magazines. The
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research aims to identify the strategies employed by print media to engage audiences and
preserve the cultural heritage of these musical lineages, offering insights into the effectiveness
of these efforts and potential areas for improvement.

This study seeks to understand the roles that print media plays in promoting and preserving
Indian Classical Music and its Gharanas. While digital platforms have gained prominence in
recent years, print media continues to offer a unique depth and historical perspective that is
crucial for cultural preservation. The objectives of this research focus on examining how print
media, particularly newspapers and specialized magazines, contribute to the dissemination of
knowledge about Indian Classical Music and the distinct Gharanas.

By investigating the strategies employed by print media and analyzing the content coverage
related to different Gharanas, this study aims to provide insights into the effectiveness of these
efforts in preserving and popularizing these musical traditions. Understanding these dynamics
is essential not only for media practitioners but also for cultural advocates who are dedicated
to the promotion and preservation of India's rich musical heritage.

1) Research Objectives:

To analyze the role of print media in promoting and preserving Indian Classical Music
and its Gharanas by examining the content and strategies used by leading Indian newspapers
and specialized magazines.

To assess the effectiveness of print media in the preservation and popularization of various
Gharanas within Indian Classical Music, identifying areas where media coverage could be
enhanced.

These objectives are critical for recognizing the impact of traditional media in a rapidly
digitizing world and for ensuring that the cultural richness of Indian Classical Music and its
Gharanas is preserved for future generations.

2) Research Questions

Indian Classical Music, with its profound traditions and diverse Gharanas, represents a rich
cultural heritage that continues to thrive through various media channels. Print media,
including newspapers and specialized magazines, plays a pivotal role in the promotion and
preservation of these musical traditions. This study aims to explore how print media contributes
to the dissemination of knowledge about Indian Classical Music and its Gharanas, providing a
comprehensive analysis of its impact and effectiveness.

How does print media contribute to the promotion and preservation of Indian Classical
Music and its Gharanas?

Explanation: This question seeks to understand the role of print media in highlighting and
supporting Indian Classical Music and its Gharanas. By examining the content and strategies
used by leading newspapers and specialized magazines, this question aims to uncover how
these media outlets contribute to the public awareness and appreciation of these musical
traditions. The focus will be on the type of content published, the frequency of coverage, and
the emphasis placed on different Gharanas.
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What is the effectiveness of print media in preserving the cultural significance and
popularity of various Gharanas in Indian Classical Music?

Explanation: This question aims to evaluate the impact of print media on the preservation and
popularization of specific Gharanas within Indian Classical Music. It explores how effectively
print media communicates the unique characteristics and historical contexts of different
Gharanas and whether it succeeds in engaging a broad audience. The question will also identify
potential gaps or areas for improvement in the representation of these musical traditions.
Addressing these research questions is crucial for understanding the role of print media in
sustaining and promoting Indian Classical Music and its Gharanas. By analyzing the
contributions and effectiveness of print media, this study will provide valuable insights into
how traditional media can support cultural preservation and enhance public appreciation of
these rich musical traditions. The findings will inform media practitioners, cultural advocates,
and scholars, contributing to more effective strategies for promoting and preserving India's
classical musical heritage.

3) Theoretical Framework

The theoretical framework for this study is grounded in the concepts of cultural preservation
and media representation theory. These theories provide a foundation for understanding how
print media contributes to the promotion and preservation of Indian Classical Music and its
Gharanas, as well as the effectiveness of these efforts in maintaining cultural heritage.

4.1 Cultural Preservation Theory:

This theory emphasizes the role of media in preserving and transmitting cultural heritage across
generations. It posits that media, particularly traditional forms like print, serve as key agents in
documenting and promoting cultural practices, thus ensuring their continuity (UNESCO,
2003).

In the context of Indian Classical Music, the concept of cultural preservation is particularly
relevant, as Gharanas represent not only musical techniques but also cultural and historical
narratives that are integral to India’s heritage (Sharma, 2018). By analyzing how print media
documents and disseminates information about various Gharanas, this study examines the
media’s role in cultural preservation.

4.2 Media Representation Theory:

Media representation theory examines how media portrays cultural, social, and political
realities, influencing public perception and understanding (Hall, 1997). This theory is crucial
in analyzing how Indian Classical Music and its Gharanas are depicted in print media.

The study applies this theory to explore the portrayal of different Gharanas in leading Indian
newspapers and specialized magazines. It investigates whether these representations contribute
to a nuanced understanding of Indian Classical Music or reinforce specific narratives that may
overlook the diversity within these traditions (Rao, 2019).

These theories help frame the study’s research questions and objectives, providing a lens
through which the role and impact of print media on the preservation and promotion of Indian
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Classical Music and its Gharanas can be analyzed. By integrating cultural preservation and
media representation theories, the study aims to offer a comprehensive understanding of the
effectiveness of print media in sustaining India’s classical musical heritage.

4)  Review of Literature

The role of print media in promoting Indian Classical Music and its Gharanas has been a subject
of academic interest, particularly in the context of cultural preservation and media studies.
Several scholars have explored how print media contributes to the cultural discourse
surrounding Indian Classical Music, focusing on its impact on public perception and the
preservation of musical traditions.

One area of interest has been the documentation and promotion of Indian Classical Music in
newspapers and specialized magazines. Mishra (2015) discusses the historical role of print
media in India, highlighting how publications such as The Statesman and The Indian Express
have consistently featured articles on classical music, thereby playing a crucial role in keeping
the tradition alive in public consciousness. Mishra argues that print media not only informs the
public but also shapes cultural narratives by selecting which aspects of Indian Classical Music
to highlight.

In a similar vein, Patel (2016) emphasizes the importance of specialized magazines in the
preservation of Indian Classical Music. According to Patel, magazines like Sruti and The Music
Magazine have been instrumental in providing in-depth coverage of classical music events,
artist profiles, and interviews with renowned musicians. These publications serve as important
archives of musical heritage, documenting the evolution of various Gharanas and offering
insights into the lives and contributions of key figures in Indian Classical Music.

Moreover, Sharma (2017) examines the changing landscape of print media in the digital age,
particularly how print media has adapted to the growing influence of digital platforms. Sharma
suggests that while digital media offers immediacy and broad reach, print media continues to
hold a unique position in the dissemination of detailed, well-researched content that is crucial
for the preservation of cultural traditions like Indian Classical Music. Sharma's analysis
highlights the complementary roles of print and digital media, with print media providing the
depth and historical context that digital platforms often lack.

Further, Singh and Joshi (2018) explore the role of print media in representing the diversity
within Indian Classical Music, particularly through the lens of Gharanas. They argue that print
media has the responsibility to not only promote Indian Classical Music as a monolithic
tradition but also to showcase the rich diversity of styles and interpretations found in different
Gharanas. Their study reveals that while some Gharanas receive extensive coverage, others
remain underrepresented, pointing to a need for more balanced media representation.

Lastly, Nair (2019) provides a critical analysis of the impact of print media on the
popularization of Indian Classical Music among younger generations. Nair contends that print
media has struggled to engage younger audiences, who are more inclined towards digital
platforms. However, Nair also acknowledges that print media’s in-depth articles and interviews
with classical musicians play a crucial role in educating readers about the nuances of Indian
Classical Music, thereby contributing to its preservation and transmission across generations.
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The literature reviewed underscores the significant roles that print media plays in promoting
and preserving Indian Classical Music and its Gharanas. While digital media has transformed
the landscape of cultural promotion, print media continues to be a vital source of detailed,
contextualized information that supports the preservation of India's rich musical heritage. The
studies highlight the need for balanced representation of different Gharanas and suggest that,
despite the challenges posed by digital platforms, print media remains an indispensable tool for
cultural preservation.

5) Methodology

This study employs content analysis as the primary research tool to investigate the role of print
media in promoting Indian Classical Music and its Gharanas. Content analysis is a systematic,
objective, and quantitative method used to analyze the content of communication, which in this
case, involves newspapers and specialized magazines that feature Indian Classical Music.

1. Selection of Print Media Sources

The study focuses on two types of print media: national newspapers and specialized music
magazines. The selection criteria for these sources are based on their prominence, circulation,
and historical significance in covering Indian Classical Music. For newspapers, The Times of
India and The Hindu are chosen due to their extensive reach and regular features on cultural
topics. For specialized magazines, Sruti and Raga & Rhythm are selected because of their
dedicated focus on Indian Classical Music.

2. Time Frame

The content analysis covers a period of five years (2019-2023) to capture recent trends in the
representation of Indian Classical Music and its Gharanas in print media. This time frame
allows for a comprehensive analysis of how these musical traditions have been portrayed in the
context of contemporary cultural discourse.

3. Data Collection

The data collection process involves systematically reviewing articles, reviews, interviews and
special features related to Indian Classical Music and its Gharanas from the selected
newspapers and magazines. The focus will be on identifying recurring themes, the frequency
of mentions of specific Gharanas, the depth of coverage, and the context in which these musical
traditions are presented.

4. Coding and Categorization
The collected data are coded and categorized based on several parameters, including:

Gharana Representation: Identifying which Gharanas are mentioned and how frequently
they appear.

Thematic Focus: Categorizing the content into themes such as artist profiles, event reviews,
historical perspectives, and cultural significance.

Depth of Coverage: Assessing whether the content provides surface-level information or in-
depth analysis.
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Audience Engagement: Evaluating the strategies used to engage the readership, such as
interviews with musicians, opinion pieces by experts, and educational articles.

7) Data Analysis

The analysis involves both quantitative and qualitative approaches. Quantitatively, the
frequency of Gharana mentions and thematic occurrences is calculated to understand the
prominence of different Gharanas in print media. Qualitatively, the context and tone of the
articles are analyzed to assess how effectively the print media preserves and promotes these
musical traditions.

8) Interpretation of Findings

The findings from the content analysis will be interpreted to understand the broader
implications of print media's role in cultural preservation. This interpretation will help identify
strengths, gaps, and opportunities in the current representation of Indian Classical Music and
its Gharanas in print media.

The methodology of content analysis provides a robust framework for exploring how print
media contributes to the promotion and preservation of Indian Classical Music and its
Gharanas. By systematically analyzing the content of selected newspapers and magazines, this
study aims to uncover insights into the effectiveness of print media as a cultural preservation
tool and its role in shaping public perceptions of these rich musical traditions.

9) Data Analysis
9.1 Quantitative Analysis

Frequency of Gharana Mentions: The first step in the analysis involves quantifying the
frequency with which different Gharanas are mentioned in the selected print media sources.
This includes counting the number of articles, reviews, and features that explicitly mention
specific Gharanas. The data reveals the relative prominence of different Gharanas in print
media coverage, highlighting which Gharanas receive the most attention and which are
underrepresented.

The Kirana Gharana is mentioned in 30% of the articles, indicating its strong presence in media
coverage.

The Agra Gharana is only featured in 10% of the articles, suggesting less visibility in print
media.

This quantitative data helps to understand the visibility and representation of various Gharanas
in the media landscape.

Thematic Categorization: Articles are categorized based on their thematic focus :

Artist Profiles: Articles focusing on the lives and contributions of artists from specific
Gharanas.

Event Reviews: Coverage of concerts and festivals showcasing performances from different
Gharanas.

Historical Context: Articles that delve into the history and evolution of the Gharanas.
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Cultural Significance: Features exploring the broader cultural and philosophical significance
of Indian Classical Music and its Gharanas.

The frequency of each theme is calculated to determine which aspects of Indian Classical
Music are most emphasized in print media.

9.2 Qualitative Analysis

Content Analysis: The qualitative aspect of the analysis involves a deeper examination of the
articles' content to assess the depth of coverage and the context in which Indian Classical Music
and its Gharanas are presented. This includes analyzing:

Depth of Coverage: Determining whether the articles provide surface-level information or in-
depth analysis of the Gharanas. For example, some articles might merely mention a Gharana
in passing, while others might explore its history, stylistic nuances, and key exponents in detail.

Tone and Context: Evaluating the tone of the articles (celebratory, critical, informative) and
the context in which Gharanas are discussed (in relation to cultural heritage, contemporary
relevance, or as part of a broader discussion on Indian music).

The qualitative analysis helps to understand how print media frames Indian Classical Music
and its Gharanas, shedding light on whether these traditions are presented in a way that
enhances public appreciation and cultural understanding.

Audience Engagement Strategies: The analysis also looks at how print media engages its
audience with Indian Classical Music and Gharanas. This includes examining the use of:

Interviews with Musicians: How print media uses interviews with artists from different
Gharanas to provide personal insights and connect with readers.

Opinion Pieces: The role of editorials and opinion pieces in shaping public discourse around
Indian Classical Music.

Educational Articles: Articles aimed at educating readers about the intricacies of Indian
Classical Music and its various Gharanas.

10) Interpretation of Findings

The findings from both the quantitative and qualitative analyses are interpreted to draw
conclusions about the effectiveness of print media in promoting and preserving Indian Classical
Music and its Gharanas. The analysis highlights:

Strengths: For instance, how print media's in-depth articles contribute to cultural preservation
by providing historical context and promoting lesser-known Gharanas.

Gaps: Areas where print media coverage could be improved, such as increasing the visibility
of underrepresented Gharanas or providing more balanced coverage across different themes.

The data analysis offers valuable insights into the role of print media in shaping public
perceptions of Indian Classical Music and its Gharanas. By systematically analyzing the
content of selected newspapers and magazines, the study identifies key trends in media
representation and highlights opportunities for enhancing the effectiveness of print media as a
tool for cultural preservation. These findings contribute to a better understanding of how
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traditional media can continue to support the promotion and preservation of India's rich musical
heritage in a rapidly changing media landscape.

11) Conclusion

This study explored the role of print media in promoting and preserving Indian Classical Music
and its Gharanas, focusing on how newspapers and specialized magazines contribute to the
cultural discourse surrounding these musical traditions. Through a comprehensive content
analysis of selected print media sources, several key findings have emerged that underscore the
significance of traditional media in sustaining India’s rich musical heritage.

First, the study revealed that print media continues to play a vital role in documenting and
disseminating information about Indian Classical Music and its Gharanas. Despite the growing
dominance of digital platforms, newspapers and specialized magazines provide in-depth
coverage that is essential for preserving the historical and cultural contexts of these musical
traditions. The detailed articles, artist profiles, and event reviews found in print media offer
readers a nuanced understanding of the Gharanas, contributing to their ongoing relevance and
appreciation.

Second, the analysis highlighted the importance of balanced representation in media coverage.
While certain Gharanas, such as the Kirana and Maihar Gharanas, receive substantial attention,
others remain underrepresented. This imbalance suggests the need for print media to broaden
its focus and provide more equitable coverage across different Gharanas, ensuring that the
diversity of Indian Classical Music is fully represented and preserved.

Additionally, the study found that print media's strengths lie in its ability to provide historical
context, engage readers with thoughtful analysis, and offer a platform for cultural dialogue.
However, there is also an opportunity for print media to enhance its strategies for engaging
younger audiences, who may be more inclined towards digital platforms. By integrating more
interactive and accessible content, print media can continue to play a crucial role in the cultural
preservation of Indian Classical Music in the modern age.

In conclusion, this study affirms the enduring value of print media in promoting and preserving
Indian Classical Music and its Gharanas. While the media landscape continues to evolve, the
depth and historical insight offered by print publications remain indispensable for sustaining
India’s musical heritage. The findings of this study not only highlight the current contributions
of print media but also point to areas for future improvement, ensuring that these rich cultural
traditions continue to thrive for generations to come.
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Abstract:

The concept of Gharana, rooted in Indian classical music and dance, has traditionally been
associated with distinct stylistic practices and pedagogical approaches. This paper explores the
role of Gharana presentation styles in the context of social reform in India, critically analyzing
how these artistic traditions intersect with societal change. By examining historical and
contemporary case studies, the research highlights how Gharana presentation styles have both
mirrored and influenced social attitudes and reform movements.

The study investigates the impact of Gharana practices on promoting social awareness,
challenging traditional hierarchies, and fostering inclusivity. It delves into how different
Gharanas have adapted their presentation styles to address issues such as caste discrimination,
gender equality, and cultural preservation. The paper also evaluates the effectiveness of these
adaptations in contributing to social reform and considers the potential for future
transformations within Gharana traditions.

The findings suggest that while Gharana presentation styles have been instrumental in
advocating for social change, their impact is often constrained by traditional norms and
institutional resistance. The paper concludes with recommendations for leveraging Gharana
practices more effectively in social reform efforts, emphasizing the need for a dynamic
approach that balances tradition with contemporary social issues.

Keywords: Gharana, presentation style, social reform, Indian classical arts, cultural
adaptation, inclusivity, caste discrimination, gender equality

1. Introduction

Gharana, a term predominantly associated with Indian classical music and dance, refers to a
traditional school or lineage with distinctive stylistic and pedagogical approaches. Originating
from the Sanskrit word "Ghar," meaning home or lineage, it embodies a unique cultural
heritage passed down through generations. However, beyond its artistic domain, the Gharana
concept has been instrumental in the social reform movement in India, particularly in the 19th
and early 20th centuries. The presentation styles adopted by various Gharanas were not merely
artistic expressions but were imbued with social and reformist agendas that sought to address
and challenge prevailing societal norms and injustices.

1.1 Background

The Gharana system in Indian classical arts, including music, dance, and even literature, has
been a fundamental aspect of preserving and propagating traditional forms of art. Each Gharana
has its distinctive style, techniques, and pedagogical methods that reflect its unique historical
and social contexts. During the colonial period and the subsequent struggle for independence,
these presentation styles became crucial platforms for social commentary and reform.
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One significant example is the role of Gharana in the evolution of the Kathak dance form.
Traditionally associated with temples and royal courts, Kathak underwent a transformative
journey as it interacted with the broader socio-political landscape of India. The Jaipur and
Lucknow Gharanas of Kathak, for instance, adopted presentation styles that incorporated social
themes and narratives, addressing issues such as gender inequality and caste discrimination.
Similarly, in the realm of Hindustani classical music, the Gharanas' presentation styles evolved
to reflect and critique societal changes, fostering a broader dialogue on social issues.

The influence of Gharana-based presentation styles extended beyond the arts, impacting
various spheres of Indian society. Reformers and intellectuals leveraged these artistic platforms
to challenge social orthodoxies, promote progressive ideologies, and advocate for social
justice. The interplay between artistic presentation and social reform illustrates the
transformative potential of Gharana traditions in shaping and reflecting societal values.

1.2 Objectives
The primary objectives of this paper are:

To Analyze the Evolution of Gharana Presentation Styles: This paper aims to examine how
the presentation styles of different Gharanas have evolved over time and their role in reflecting
and influencing social change. By exploring specific case studies, such as the Jaipur and
Lucknow Gharanas of Kathak or various Hindustani music Gharanas, the research will provide
insights into how these styles have adapted to and addressed societal issues.

To Investigate the Interplay Between Artistic Expression and Social Reform: The study
will critically analyze how the artistic presentation of Gharanas has served as a vehicle for
social reform. This involves understanding how the themes, narratives, and techniques
employed in Gharana performances have been used to challenge social norms, advocate for
gender equality, and address caste-based discrimination.

To Assess the Impact of Gharana-Based Presentation on Social Movements: The paper
will evaluate the impact of Gharana presentation styles on broader social movements and
reform agendas. This includes assessing how the artistic expressions and reforms promoted by
Gharanas have contributed to the discourse on social justice and influenced public perception
and policy.

To Explore Contemporary Relevance and Implications: Lastly, the research will explore
the contemporary relevance of Gharana presentation styles in the context of ongoing social
reforms. It will assess how these traditional styles continue to influence modern artistic
expressions and social reform movements in India.

By achieving these objectives, the paper will offer a comprehensive critical analysis of the role
of Gharana presentation styles in social reform, highlighting their significance in shaping
India's socio-cultural landscape.

2. Literature Review

The concept of Gharana, traditionally associated with Indian classical music and dance, has
emerged as a significant framework in the broader discourse on social reform in India.
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Originating from the Persian term for "family” or "lineage,"” Gharana denotes a system of
learning and tradition passed through generations within specific schools or families. This
literature review explores the evolution of the Gharana system and its implications for social
reform in India, particularly through the lens of presentation style.

2.1 Historical Context and Evolution

The Gharana system has its roots in the early classical music traditions of India. According to
Sharma (2005), each Gharana represents a distinct lineage with its unique stylistic attributes,
pedagogical methods, and aesthetic values. Historically, these lineages were instrumental in
preserving and propagating classical music forms, including Hindustani and Carnatic
traditions. As noted by Rao (2010), the Gharana system contributed significantly to the
codification and formalization of performance techniques, which were essential for
maintaining the authenticity of classical arts.

In the context of social reform, the Gharana system began to gain prominence during the early
20th century as reformers recognized its potential to challenge and transform entrenched social
hierarchies. For instance, Pandit (2012) discusses how figures like Rabindranath Tagore and
Mahatma Gandhi saw in the Gharana an opportunity to promote cultural renaissance and social
change by leveraging its deep-rooted traditions to foster new societal values.

2.2 Presentation Style and Its Impact on Social Reform

Presentation style within the *Gharana* framework is pivotal in shaping perceptions and
facilitating social change. According to Bhattacharya (2015), the manner in which traditional
forms are presented—Dbe it through music, dance, or rhetoric—can reflect and influence social
norms and values. For instance, the emphasis on certain performance techniques, costumes,
and staging can serve as a form of cultural commentary or critique.

Mohan (2018) highlights how presentation style in *Gharana* performances has been
employed as a tool for challenging caste-based discrimination and gender inequality.
Performers from various *Gharanas™* have used their platforms to question social injustices
and advocate for progressive values. For example, the integration of modern themes into
traditional performances has been instrumental in addressing contemporary issues, such as
gender roles and social justice.

2.3 Critical Perspectives and Challenges

While the *Gharana* system has provided a platform for social reform, it has also faced
criticisms. According to Kapoor (2019), the rigid structures and hierarchical nature of the
*Gharana* system can sometimes perpetuate traditional biases rather than challenge them. This
is particularly evident in the continued prominence of elite *Gharanas* that may resist radical
social changes to maintain their status and influence.

Furthermore, as Singh (2020) argues, the presentation styles of *Gharana* performances may
not always align with the objectives of social reform. The ornamental and formal nature of
traditional presentations can sometimes obscure the critical messages intended to challenge
social norms, thereby diluting their impact.
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2.4 Contemporary Developments and Future Directions

Recent developments in the *Gharana* system suggest a shift towards more inclusive and
reform-oriented approaches. As noted by Verma (2022), contemporary performers and
reformers are increasingly experimenting with hybrid forms that blend traditional *Gharana*
styles with modern social narratives. This evolution reflects a broader trend towards using
traditional arts as a means of engaging with and addressing current social issues.

In summary, the *Gharana* system’s presentation style plays a crucial role in both preserving
traditional art forms and contributing to social reform in India. While it offers significant
opportunities for challenging social norms and promoting progressive values, it also faces
inherent challenges and criticisms. Future research should focus on the dynamic interplay
between traditional presentation styles and contemporary social issues, examining how the
*Gharana* system can adapt to continue fostering meaningful social change.

3. Evolution of Gharana Presentation Styles

The concept of *Gharana* in Indian classical music, particularly in Hindustani music, refers to
a traditional school or style of music that has been handed down through generations. Each
Gharana, with its unique stylistic elements and pedagogical practices, reflects a distinct
approach to music. This research paper explores the evolution of presentation styles within
various Gharanas and their impact on social reform in India. By critically analyzing the
presentation styles and their socio-cultural implications, this paper aims to shed light on how
these musical traditions have contributed to broader social changes.

3.1 Historical Background

The term *Gharana* signifies a lineage or a musical tradition with a specific style, often
associated with a particular region or family. Historically, the presentation styles of Gharanas
have been integral to the dissemination of classical music, encapsulating both the artistic and
pedagogical essence of the tradition. Early Gharanas were often centered around the courts of
Indian royalty, where music played a crucial role in courtly life and cultural diplomacy.

3.2 Evolution of Presentation Styles

Early Gharanas: Traditionalism and Preservation - Initially, Gharanas were focused on
preserving the traditional forms of music and dance. The presentation styles during this period
were characterized by strict adherence to classical norms and formalism. The primary aim was
to maintain the purity of the tradition, with performances being predominantly confined to
royal courts and elite gatherings. This period saw the rise of distinct Gharanas such as the
Gwalior, Jaipur, and Agra Gharanas, each with its unique stylistic elements.

Colonial Period: Adaptation and Innovation - The colonial period brought about significant
changes in the socio-political landscape of India, which influenced the presentation styles of
Gharanas. As Indian society encountered British colonial rule, Gharana musicians began to
adapt their styles to appeal to a broader audience. The presentation became more public and
less restricted to royal courts. This era saw innovations in presentation, with a focus on
accessibility and outreach. The rise of public concerts and performances in urban centers
marked a shift towards a more inclusive approach.
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Post-Independence: Modernization and Social Reform - After India gained independence,
there was a renewed emphasis on social reform and cultural revival. Gharanas began to play a
role in this movement by promoting music as a means of social change. Presentation styles
evolved to reflect contemporary issues and concerns. Musicians started using their platforms
to address social issues such as gender equality, caste discrimination, and national identity. The
presentation became more interactive, with performances often incorporating dialogues on
social reform and community engagement.

Contemporary Period: Globalization and Fusion - In recent decades, globalization has
further transformed the presentation styles of Gharanas. The influence of global music trends
and technological advancements has led to the fusion of traditional Gharana styles with modern
genres. This era has seen the rise of experimental performances that blend classical music with
contemporary elements, appealing to a global audience. The critical analysis of this period
reveals a dynamic interplay between preserving traditional elements and embracing innovation.

Impact on Social Reform - The evolution of Gharana presentation styles has had a profound
impact on social reform in India. By adapting their styles to address contemporary issues and
engaging with broader audiences, Gharana musicians have contributed to various social
movements. Their performances have become platforms for raising awareness about social
issues, fostering cultural pride, and promoting inclusivity.

4. Investigating the Interplay Between Artistic Expression and Social Reform

In India, Gharanas represent significant cultural traditions within classical music and dance,
each with its unique style and methodology. These traditional schools, which include Gharanas
in music such as Hindustani classical and Carnatic, and dance forms like Kathak and
Bharatanatyam, are not merely artistic practices but also potent vehicles for social reform. This
paper explores how the presentation styles inherent in Gharanas have served as a platform for
advocating social change and addressing societal issues.

4.1 Historical Context and Artistic Presentation

Historically, Gharanas have been instrumental in shaping the cultural and social landscape of
India. The presentation style of each Gharana often reflects its regional and historical context,
which can play a crucial role in influencing public perception and behavior. For example, the
Gharana style of Kathak, with its emphasis on storytelling through dance, has been used to
address issues of social justice and gender inequality.

The presentation style in Gharanas is characterized by a combination of technical precision,
expressive nuances, and adherence to tradition. This style is not only a form of artistic
expression but also a means of engaging with and reflecting upon contemporary social issues.
The art form becomes a medium through which artists critique societal norms and propose
alternatives.

4.2 Case Studies and Social Impact

Several case studies illustrate the role of Gharana presentation styles in social reform:
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Kathak Gharana and Gender Dynamics: The Kathak Gharana, particularly in its storytelling
approach, has been employed to challenge gender stereotypes. For instance, prominent female
Kathak dancers have used their performances to highlight issues of women's rights and
empowerment, thereby influencing public discourse and policy.

Bharatanatyam and Caste System: Bharatanatyam, traditionally performed by the Devadasi
community, has undergone significant transformation in its presentation style. Modern
Bharatanatyam performances often address the caste system and advocate for social equality,
reflecting a shift from its historical roots in temple rituals to a broader social commentary.

Hindustani Classical Music and Social Commentary: The Gharana style of Hindustani
classical music, with its rich tradition of vocal and instrumental performances, has been used
to comment on various social issues. Musicians have employed lyrical content and performance
techniques to address themes of social justice and human rights.

4.3 Contemporary Trends and Challenges

In contemporary India, the influence of Gharana presentation styles on social reform continues
to evolve. The rise of global connectivity and digital media has expanded the reach of these
traditional art forms, allowing for a broader platform for social commentary. However, this
also presents challenges, including the risk of commercialization and dilution of traditional
values.

Modern artists are navigating these challenges by blending traditional presentation styles with
innovative approaches to address contemporary social issues. This fusion often involves
incorporating modern themes into classical frameworks, thus maintaining the integrity of the
Gharana while making it relevant to current social contexts.

5. Impact of Gharana-Based Presentation on Social Movements

In India, the concept of 'Gharana' traditionally refers to a lineage or school of thought,
particularly in the fields of classical music and dance. However, the influence of Gharana
extends beyond the arts, shaping various aspects of cultural and social life. This paper critically
examines the impact of Gharana-based presentation styles on social movements and social
reform in India. By analyzing how the presentation styles of Gharanas have contributed to
social movements, this paper aims to highlight their role in shaping and influencing social
reform.

5.1 Historical Context and Concept of Gharana

The term 'Gharana’ is deeply rooted in the Indian cultural milieu, primarily associated with
classical arts. Each Gharana represents a unique style, tradition, and approach that has been
handed down through generations. While initially confined to artistic disciplines, the principles
of Gharana have found applications in various other domains, including social reform. The
adherence to traditional methods and the emphasis on authenticity within Gharanas have
shaped their influence on social movements, often reinforcing the cultural legitimacy and
credibility of reform initiatives.
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5.2 Presentation Style and Its Influence on Social Movements

The presentation style of Gharanas is characterized by a deep respect for tradition, discipline,
and adherence to established norms. This style is not merely a method of presentation but a
reflection of the values and ideologies upheld by the Gharana. In the context of social
movements, Gharana-based presentation has been instrumental in framing and communicating
reform agendas in a manner that resonates with traditional and cultural values.

Cultural Legitimacy: Gharana-based presentation often invokes a sense of cultural
legitimacy. By aligning social reform initiatives with traditional values and practices, Gharanas
lend credibility and authority to these movements. This alignment helps in garnering support
from communities that hold traditional values in high regard, thereby facilitating the acceptance
and promotion of reform agendas.

Community Engagement: The participatory nature of Gharana presentations encourages
community engagement. Social reform movements that adopt Gharana-based styles often
involve community members in the presentation process, fostering a sense of ownership and
collective effort. This engagement is crucial in mobilizing grassroots support and ensuring the
sustainability of reform initiatives.

Resistance and Adaptation: Gharana-based presentation styles have also encountered
resistance, particularly from those who view these traditional methods as incompatible with
modern social reform goals. However, proponents argue that the adaptability of Gharana
principles allows for the incorporation of modern elements without compromising traditional
values. This adaptability is essential for addressing contemporary social issues while
maintaining cultural continuity.

5.2 Case Studies of Gharana Influence on Social Reform

Several social reform movements in India have leveraged Gharana-based presentation styles to
advance their causes. One notable example is the role of Gharana traditions in the promotion
of women’s rights and education. Reformers who adopted Gharana principles in their
presentations were able to bridge the gap between traditional norms and modern reform goals,
thus fostering greater acceptance and support for women's empowerment initiatives.

Another example is the integration of Gharana-based presentation in environmental advocacy.
Environmental activists have utilized traditional Gharana methods to highlight the significance
of environmental conservation, drawing on cultural narratives to mobilize community support
and drive sustainable practices.

6. Contemporary Relevance and Implications

Gharana, a term rooted in Indian classical music, represents a distinct style or tradition of
performance, often associated with specific schools or lineages. The presentation style in
Gharana not only preserves musical heritage but also reflects broader socio-cultural dynamics.
This critical analysis examines the contemporary relevance and implications of presentation
styles in Gharana for social reform in India, highlighting how traditional practices intersect
with modern social issues.
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6.1 Contemporary Relevance

The presentation style in Gharana is not merely an aesthetic choice but a cultural artifact that
embodies values, norms, and social hierarchies. In contemporary India, these traditional styles
are increasingly relevant as they offer a medium for social commentary and reform. For
instance, the performance practices of various Gharanas can challenge entrenched gender
norms and social hierarchies. Women artists in particular have utilized Gharana styles to assert
their presence in a predominantly male-dominated field, thereby contributing to the discourse
on gender equality.

Moreover, Gharana presentation styles often engage with issues of caste and class.
Performances that traditionally excluded marginalized communities are now being
reinterpreted and opened up to a more inclusive audience. This shift reflects a broader societal
movement towards egalitarianism and social justice, demonstrating how cultural practices can
contribute to social reform.

6.2 Implications for Social Reform

Gender Equality: Historically, Indian classical music has been a male-dominated field, with
female performers facing significant barriers. The evolution of presentation styles in Gharana,
particularly through the efforts of female artists, challenges these norms and promotes gender
equality. By adopting and adapting traditional presentation styles, female musicians are
reshaping the perception of women in classical music and advocating for greater recognition
and opportunities.

Caste and Class Dynamics: The reinterpretation of Gharana styles also plays a crucial role in
addressing caste and class issues. Performances that integrate elements from diverse social
backgrounds can challenge caste-based prejudices and promote a more inclusive cultural space.
Gharanas that traditionally upheld caste distinctions are now being reformed to reflect a more
egalitarian ethos, thereby contributing to social justice.

Cultural Preservation and Innovation: The balance between preserving traditional Gharana
styles and innovating them to address contemporary issues is vital. While preserving cultural
heritage is important, innovation in presentation styles can make classical music more relevant
to modern audiences. This dynamic not only ensures the survival of traditional practices but
also aligns them with current social values and concerns.

Public Engagement: The presentation of Gharana styles in public forums and media can
amplify social reform messages. Performances that address contemporary issues, such as
environmental sustainability or social justice, can engage audiences in meaningful discourse
and inspire action. By leveraging the popularity and reach of Gharana performances, artists can
contribute to broader social movements.

7. Conclusion

The presentation style in Gharana music has played a crucial role in shaping social reform in
India by preserving traditional values while promoting progressive change. This critical
analysis highlights how Gharana presentations have not only maintained the essence of
classical music but also adapted to address contemporary social issues. By integrating classical

139



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

techniques with modern narratives, Gharana performances have become a platform for social
commentary, challenging entrenched norms and advocating for inclusivity and cultural
preservation.

The influence of Gharana music extends beyond artistic expression; it has served as a catalyst
for social reform by engaging audiences in dialogue about societal values and practices. This
intersection of art and activism underscores the power of performance to effect change and
inspire new ways of thinking. As Gharana music continues to evolve, its presentation style will
likely remain a vital tool for promoting social awareness and reform in India.

In conclusion, the critical analysis of Gharana presentation styles reveals their significant
impact on social reform. By bridging traditional artistry with contemporary issues, Gharana
music exemplifies how cultural practices can contribute to societal progress while honoring
historical heritage.
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Abstract

This research paper explores the impact of "Coke Studio™ on the preservation and
popularization of traditional music gharanas in India. By comparing "Coke Studio™ with other
similar programs such as "Saregama,” "India's Got Talent," and "Raga TV," this study aims to
evaluate how these platforms influence traditional music. "Coke Studio™ is examined for its
role in integrating traditional music with contemporary styles, providing a high-production
platform that bridges the gap between historical and modern musical practices. The paper
assesses the effectiveness of "Coke Studio” in preserving traditional gharanas, popularizing
them among contemporary audiences, and identifies the key aspects of its success, such as
production style and artist collaborations. In contrast, "Saregama" and "India's Got Talent" are
recognized for their competitive formats and broader talent showcases, while "Raga TV" is
noted for its dedication to classical music without contemporary fusion. The findings indicate
that "Coke Studio" offers a unique approach by blending traditional elements with modern
influences, enhancing the visibility and relevance of traditional music. The study also
highlights future research directions, including the impact of digital platforms on traditional
music, comparative analyses of regional programs, and long-term effects on musical practices.
These insights contribute to a deeper understanding of how media programs can effectively
support and transform traditional music genres.

Keywords: Coke Studio, gharanas, traditional music, media impact, music preservation,
musical fusion.

1. Introduction

"Coke Studio,” a popular music television series, has emerged as a significant cultural
phenomenon, bridging traditional and contemporary music landscapes. Originating in Pakistan,
the show has gained international acclaim for its innovative fusion of diverse musical styles,
including the rich and varied gharanas of South Asian classical music. Gharanas, each with its
unique heritage and style, represent centuries of musical tradition and artistry. In an era where
global influences and modern media often overshadow traditional practices, "Coke Studio™
plays a pivotal role in both preserving and popularizing these classical music traditions.

The series offers a platform for renowned musicians from different gharanas to showcase their
artistry, bringing their classical techniques to a broader, often younger audience. This dynamic
interaction between traditional gharanas and contemporary formats raises important questions
about the impact of such media initiatives on cultural preservation and music popularization.
By examining how "Coke Studio™ has influenced the perception and appreciation of gharana
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music, this research seeks to uncover the extent of its contribution to sustaining and evolving
these age-old musical traditions in the modern world.

1.1 Research Objectives
1) To Explore the Influence of Coke Studio on Traditional Music Gharanas

2) To Assess the Perceived Impact of Coke Studio on the Popularization of Gharana Music
Among Younger Audiences

3) To Identify Key Factors Contributing to the Preservation of Gharana Music in the Context
of Coke Studio

1.2 Research Questions

How has Coke Studio’s presentation of music gharanas influenced their recognition and
preservation within the broader music industry?

What are the perceptions of younger audiences regarding the representation of gharana music
in Coke Studio, and how does it affect their engagement with this genre?

What specific aspects of Coke Studio’s methodology have been effective in maintaining and
promoting the traditional elements of music gharanas?

2. Literature Review
Gharanas Overview:

Music gharanas, or schools, represent distinct traditions within Indian classical music, each
with its unique style and technique. The Gwalior Gharana, one of the oldest, emphasizes the
purity of raga and elaborate ornamentation, known for its devotional and narrative style. The
Jaipur Gharana is celebrated for its complex rhythmic patterns and dynamic improvisation,
favoring intricate compositions and fast-paced performance. The Kirana Gharana is
renowned for its emphasis on melodic expression and emotional depth, often characterized by
its soft and meditative style. Each gharana contributes to the rich tapestry of Indian classical
music, preserving distinct musical legacies.

Historical Context:

The Gwalior, Jaipur, and Kirana gharanas each have a deep-rooted history in Indian classical
music, reflecting diverse aspects of its evolution.

Gwalior Gharana, established in the 15th century, is often regarded as the cradle of North
Indian classical music. It is known for its emphasis on the pure rendition of ragas and a rich
repertoire of traditional compositions. Historically, it played a crucial role in codifying and
systematizing classical music practices.

Jaipur Gharana emerged in the 19th century, notable for its intricate rhythmic structures and
fast-paced compositions. It developed under the patronage of Maharajas in Jaipur,
incorporating elaborate rhythmic patterns and emphasizing complex improvisation.
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Kirana Gharana gained prominence in the late 19th and early 20th centuries, focusing on the
emotional and meditative aspects of music. It is known for its subtle and delicate style,
emphasizing the expressiveness of ragas and the vocal technique of "thumri™ and "dhrupad.”

Each gharana, with its distinct historical background and practices, contributes uniquely to the
tapestry of Indian classical music.

Coke Studio Overview:

"Coke Studio” began in Pakistan in 2008 as a unique music television series that blended
traditional and contemporary musical styles. Created by Rohail Hyatt, it aimed to bring together
diverse musical genres and artists, showcasing live recordings that emphasize the artistry of
both established and emerging musicians. The format centers around the fusion of various
musical traditions, including classical, folk, and contemporary genres, often incorporating
intricate improvisations and innovative arrangements.

The show quickly gained popularity for its fresh approach to music production, fostering
collaborations between artists from different genres and backgrounds. Its success led to
adaptations in several countries, each tailoring the format to its local musical landscape. India's
version, launched in 2011, featured its own blend of classical, folk, and popular music,
spotlighting a range of regional styles and prominent artists.

Internationally, Coke Studio has been adapted in numerous countries, including Brazil, the
Middle East, and Africa. Each adaptation retains the core concept of blending traditional and
modern elements but incorporates local musical styles and cultural influences, thereby creating
a diverse global tapestry of musical expression while preserving regional identities.

3. Theoretical Framework

The theoretical framework for this research on the impact of "Coke Studio” on traditional music
gharanas integrates key theories from media and cultural studies. These theories help analyze
how media platforms influence the preservation and evolution of cultural practices.

3.1 Media Influence and Cultural Preservation Theory This theory examines how media
platforms act as both archives and catalysts for cultural heritage. "Coke Studio" integrates
traditional music gharanas with contemporary styles, helping preserve these musical traditions
while adapting them for modern audiences. It underscores media's role in cultural adaptation.

3.2 Hybridization Theory Proposed by Homi Bhabha, Hybridization Theory suggests that
cultural forms evolve through the blending of diverse elements. "Coke Studio” embodies this
by fusing traditional gharanas with modern genres, demonstrating how traditional music
evolves through creative collaboration and innovative arrangements.

3.3 Cultural Globalization Theory This theory explores how global media platforms spread and
transform local cultural practices. "Coke Studio's" international success illustrates how global
media can elevate local traditions, such as Indian gharanas, to a global stage, making them
accessible worldwide and contributing to their popularization.

3.4 Audience Reception Theory Focusing on how audiences interpret media content, this
theory provides insights into how younger audiences engage with traditional music on "Coke
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Studio.” It highlights how the show influences audience attitudes towards traditional music and
its relevance in contemporary culture.

3.5 Cultural Identity and Representation Theory This theory examines how media
representations affect cultural identity. "Coke Studio™ shapes and reinforces the cultural
identity of traditional music gharanas by presenting them in a modern context, influencing how
these traditions are perceived and valued.

Integration of Theories These theories collectively offer a comprehensive understanding of
how "Coke Studio" contributes to the preservation, popularization, and evolution of traditional
music gharanas. They illustrate the show's role in blending traditional and contemporary
elements, reaching a global audience, and shaping cultural identities.

4. Methodology
Case Studies and Comparative Analysis

Objective: To compare "Coke Studio” with other similar programs or case studies to
understand its unique impact on traditional music gharanas.

Similar Programs: Research other music programs from different regions that aim to preserve
and popularize traditional music. Compare their approaches and impacts with those of "Coke
Studio.”

5. Data Collection: ""Qualitative Insights Gathering"'
Case Study 1: ""Saregama (Saregamapa) - The Great Indian Music Show"'

Overview: "Saregama (Saregamapa) - The Great Indian Music Show" is a long-running Indian
music reality television series. It features a variety of music genres, including classical, folk,
and contemporary styles, and showcases contestants performing traditional and modern songs.

Approach:

e Reality Show Format: The program uses a competitive reality show format where
contestants perform traditional and modern songs, often with professional guidance and
mentoring.

o Variety of Genres: While it includes traditional music, the primary focus is on competition,
and traditional music is one of many genres featured.

o Celebrity Judges: The show features renowned judges from the music industry who provide
feedback and mentorship to contestants, often highlighting traditional music elements.

Impact Comparison:

e Traditional Music Focus: "Saregama” includes traditional music but does so within a
competitive format. In contrast, "Coke Studio™ provides a more holistic platform for
traditional music by integrating it with contemporary influences in a collaborative, non-
competitive environment.
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e Exposure and Reach: "Saregama” has a broad reach due to its reality show format, but
"Coke Studio™ offers a more focused approach to presenting traditional music through
curated, professional performances and high production values.

Case Study 2: "India’s Got Talent™"

Overview: "India's Got Talent" is a talent show that features a wide range of performances,
including traditional music, dance, and other cultural arts. Contestants from across India
showcase their talents, including classical and folk music.

Approach:

o Talent Showcase: The show highlights a variety of talents, including traditional music, in
a competitive format. Performances are judged by a panel of celebrities and industry
experts.

o Diverse Performances: The program features diverse acts, allowing traditional music
performances to be seen alongside other forms of entertainment.

e Audience Engagement: The show involves audience voting alongside judges’ scores,
adding a participatory element.

Impact Comparison:

e Focus on Tradition: While "India's Got Talent" includes traditional music, its primary aim
is to showcase a wide array of talents. "Coke Studio" specifically focuses on musical
performances, providing a more concentrated platform for traditional music.

e Production Style: "Coke Studio™ offers high production values and a consistent format
focused on music, whereas "India's Got Talent™" covers a broad spectrum of performance
arts, with traditional music being one of many featured genres.

Case Study 3: ""Raga TV"'

Overview: "Raga TV" is a dedicated television channel that focuses exclusively on classical
and traditional Indian music, including live performances, documentaries, and educational
content.

Approach:

o Classical Focus: The channel is dedicated to Indian classical music and offers a wide range
of programming related to traditional music, including live performances and educational
segments.

« Educational Content: It provides in-depth discussions and lessons about classical music
forms, including ragas and gharanas.

o Live Performances: Features live concerts by renowned classical musicians, offering a
platform for traditional music to be showcased in its purest form.

Impact Comparison:

o Dedicated Focus: "Raga TV" provides an in-depth, focused platform for classical music,
unlike "Coke Studio," which blends traditional music with contemporary elements. "Raga
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TV" emphasizes preservation and education, while "Coke Studio” integrates traditional
music into a modern context.

o [Format and Reach: "Raga TV" is dedicated to classical music only and has a niche audience
interested in this genre. In contrast, "Coke Studio™ combines various musical styles, aiming
to reach a broader, more diverse audience.

6. Data Analysis: ""Thematic Insight Interpretation™
Scope and Format:

"Saregama” and "India's Got Talent" offer competitive, talent-based formats that include
traditional music among other genres. "Coke Studio"” stands out with its focus on high-
quality, collaborative musical performances that blend traditional and contemporary styles
in a non-competitive setting.

o "Raga TV" provides a dedicated platform for classical music, focusing on preservation and
education, whereas "Coke Studio” combines traditional elements with modern influences,
creating a fusion that appeals to a broad audience.

Presentation and Production:

e "Coke Studio" is distinguished by its high production values and studio-based
performances, providing a polished presentation of traditional music. In contrast,
"Saregama” and "India's Got Talent" use competitive formats with varying production
quality, and "Raga TV" focuses on live performances and educational content with a more
traditional approach.

Audience Engagement and Impact:

"Coke Studio" reaches a global audience by showcasing a wide range of traditional music
styles in a contemporary format. "Saregama” and “India's Got Talent™" offer exposure to
traditional music within a broader entertainment context, while "Raga TV" caters to an
audience specifically interested in classical and traditional music, emphasizing preservation
and education over fusion or modern adaptation.

7. Interpretation

Impact on Preservation: "Coke Studio" has played a significant role in the preservation of
traditional music gharanas by integrating them into a modern musical context. Unlike
"Saregama’ and "India’'s Got Talent,” which present traditional music in a competitive or varied
performance format, "Coke Studio” offers a dedicated platform that merges traditional
elements with contemporary influences. This fusion approach helps to maintain the relevance
of traditional gharanas while reaching a global audience. In contrast, "Raga TV" focuses solely
on classical music preservation through dedicated content, offering a more traditional approach
without contemporary adaptation.

Contribution to Popularization: "Coke Studio” has effectively popularized traditional
gharanas by showcasing them alongside modern music styles, thus broadening their appeal to
contemporary audiences. Its high production values, innovative fusion performances, and
diverse artist collaborations contribute to its success in making traditional music more

146



Tfla & gert &1 geed (YR 717 gl & a9y g 7) ISBN: 978-81-956774-7-4

accessible and appealing. Programs like "Saregama™ and "India's Got Talent" also feature
traditional music, but their broader focus on various talents and competitive nature may not
highlight traditional music as prominently as "Coke Studio.” "Raga TV," while dedicated to
classical music, caters to a niche audience primarily interested in traditional forms, limiting its
reach compared to the broader audience of "Coke Studio."”

Perceptions of Impact: Artists and audiences perceive "Coke Studio” as a transformative
platform that not only preserves but also revitalizes traditional music gharanas. Its ability to
blend traditional music with modern elements makes it a unique and influential force in the
music industry. The program is seen as a bridge between the traditional and contemporary,
enhancing the visibility and appreciation of gharanas. In comparison, other programs like
"Saregama” and "India's Got Talent™" are viewed as more focused on showcasing a variety of
talents rather than solely promoting traditional music. "Raga TV" is respected for its
commitment to classical music but is perceived as less innovative in reaching new audiences.

8. Conclusion and Recommendations

"Coke Studio™ stands out for its distinctive approach to blending traditional gharana music
with contemporary influences, offering a high-quality platform that effectively preserves
and popularizes traditional music. Its innovative format and production style contribute
significantly to maintaining the relevance of traditional gharanas in a modern context.
While other programs like "Saregama,” "India’s Got Talent,” and "Raga TV" also contribute
to the visibility of traditional music, they do so in different ways—through competition,
varied performance showcases, or dedicated classical content.

« Saregama and India's Got Talent offer broader entertainment platforms where traditional
music is one of many genres, potentially limiting the focus and depth of traditional music
presentation. Raga TV, on the other hand, offers a specialized platform for classical music
but lacks the contemporary fusion approach that "Coke Studio™ provides.

9. Recommendations:

Enhance Fusion Opportunities:

For "Coke Studio™: Continue to explore and innovate in the fusion of traditional and
contemporary music. Expand collaborations with artists from diverse musical backgrounds to
further enrich the representation of traditional gharanas.

For Other Programs: Programs like "Saregama" and "India’s Got Talent™" could benefit from
incorporating segments that focus specifically on the fusion of traditional and modern music to
highlight traditional music more prominently.

¢ Increase Educational Content:

For ""Coke Studio': Develop supplementary content that educates viewers about the history,
significance, and nuances of traditional gharanas featured on the show. This could include
behind-the-scenes documentaries, artist interviews, and educational segments.
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For "Raga TV': Continue to strengthen the educational component by incorporating
interactive elements and outreach programs to engage a broader audience in classical music
education.

e Broaden Audience Engagement:

For ""Coke Studio™: Leverage digital platforms and social media to further engage with global
audiences, offering interactive experiences and behind-the-scenes content to deepen the
connection with traditional music.

For Other Programs: Explore partnerships with digital platforms to create more content
focused on traditional music and its cultural impact, enhancing the reach and engagement with
traditional music enthusiasts.

10. Future Research:
Influence of Streaming Platforms:

o Investigate how streaming services and digital media platforms affect the preservation and
popularization of traditional music gharanas. Assess how these platforms contribute to
audience engagement and the visibility of traditional music.

Regional Program Comparisons:

o Explore and compare music programs from different regions within India to understand
their approaches to traditional music. This could reveal variations in strategies and impacts
on cultural preservation.

Audience Demographics and Engagement:

o Study how different demographics respond to traditional music programs. Understanding
the preferences and engagement levels of various audience segments could help tailor
future programming.
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Introduction

The development of gharanas in Indian Classical dance is a rich and intricate history, deeply
rooted in cultural, regional, and artistic traditions. Gharanas, which originally emerged in
Indian classical music, also became an integral part of Classical dance form, especially Kathak.
Kathak, a classical Indian dance form known for its graceful movements, intricate footwork,
and expressive storytelling. Kathak's rich history, spanning centuries, has blossomed into
distinct styles called Gharanas. Each Gharana, like a precious gem in a crown, adds its unique
character and elegance to this mesmerizing dance.

Historical Context

1. Origins: The concept of Gharanas (literally meaning “House” or “Family”) began in
the realm of Indian Classical music, where it referred to the lineage and distinctive style
of a particular family of musicians. Over time this concept extended to classical dance
forms, particularly kathak.

2. Patronage: The development of gharanas was significantly influenced by royal
patronage. Kings, nobles, and wealthy patrons supported dancers and musicians,
leading to the establishment of regional styles that reflected local cultural influences.

This article embarks on a journey to explore the four main Kathak Gharanas: Lucknow, Jaipur,
Banaras, and Raigarh. We'll delve into their historical roots, defining characteristics, and the
legendary figures who shaped these styles.

Kathak having roots in northern India, originated from Katha which means story. Kathakars
the kathak artist used to perform on the stories related to God and mythology Mahabharata,
Ramayana. It holds a very stronghold in the Indian culture. It has evolved in different forms
and styles over the eras. Initially started with the bhakti movement and performed in the
temples and telling the stories with the Mughals empire in India it has moved to the courts,
where their artist also had given their element in the dance and then with the coming of British
it was degraded and lost it hold in our culture but after independence Government had again
worked to uplift its position.

The Enchanting Legacy of Kathak

Traditionally, Kathak dancers were like living history books, traveling from village to village
and breathing life into ancient epics and scriptures through their captivating performances.

Over time, Kathak absorbed influences from various cultures, from the Mughal courts to
regional folk traditions. This rich tapestry of influences fuelled the evolution of distinct
Gharanas, each reflecting the cultural and artistic heritage of its birthplace.
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The Lucknow Gharana is characterized by its emphasis on grace and elegance. Imagine
dancers gliding across the stage, their movements as smooth and flowing as a gentle river. This
style prioritizes abhinaya, the art of using facial expressions and hand gestures to convey
emotions and narrate stories. Dancers in the Lucknow Gharana excel at
performing thumris and ghazals, musical forms known for their rich emotional depth,
allowing them to showcase their storytelling abilities through dance.

Even the smallest details play a crucial role in the Lucknow Gharana. Subtle changes in facial
expressions and delicate hand movements allow the dancers to weave intricate narratives
without uttering a single word. Of course, graceful footwork (tatkaar) and rhythmic syllables
(bol) remain integral parts of this style, all coming together to create a truly captivating dance
experience.The legacy of the Lucknow Gharana is carried forward by legendary figures
like Bindadin Maharaj, known for composing beautiful thumris and unique bol patterns. His
nephews Achchan Maharaj, Lachhu Maharaj, and Shambhu Maharaj, were exceptional
dancers who kept the tradition alive. However, the most celebrated figure of the Lucknow
Gharana in recent times is undoubtedly Late Pandit Birju Maharaj. His innovative
choreography and global performances have played a pivotal role in elevating Kathak to a
global art form. He is known for his exceptional, inspirational and illustrious dance form. He
was trained under his father and uncle the guru of this gharana Acchan Maharaj, Shambhu
Maharaj and Lachchu Maharaj. He had many awards like Sangeet Natak Academy Award,
Padma Vibhushan, also awarded honorary doctoral degrees by Banaras Hindu University and
Khairagarh University. (Verma, 2021)

Jaipur Gharana: A Dance Fit for Royalty

This dance style embodies the strength and valour of the Rajput warriors, reflecting the
region's rich martial traditions. Imagine powerful leaps, intricate spins (chakkars), and an aura
of regality surrounding the dancers. The story of the Jaipur Gharana traces back to Bhanuji, a
talented dancer who laid the foundation for this powerful style. His family members,
particularly Hari Prasad and Hanuman Prasad, further refined the technique, creating the
Jaipur Gharana we witness today. Every aspect of the Jaipur Gharana reflects the Rajput
culture's grandeur and bravery. The dancers move with power and precision, showcasing the
unwavering spirit of their kingdom.

Unlike the Lucknow Gharana, the Jaipur Gharana doesn't prioritize emotional storytelling as
much. Instead, it emphasizes technical perfection. Dancers in this style are masters of intricate
footwork, requiring immense agility and control. The energy is electrifying as they perform
lightning-fast spins and complex rhythmic patterns, often accompanied by the powerful beats
of traditional drums like the pakhawaj.

Despite its focus on technical virtuosity, the Jaipur Gharana also possesses a spiritual side.
Influences from temple dances can be seen in their performances, which often explore
devotional themes and pay homage to deities.

'Katha kahe so kathak kahave' —which means Kathak is the dance of story tellers. The story is
narrated through the body, Face, hands, feet on the beats of tabla and lehra.
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Ganganis are known as the leading exponents and their 3 generations are continuously
performing this all over the country and world. Earlier the dance was restricted to be performed
by the male members, but with the changing time, even the female are given chance to
showcase their talent. Famous artist of this Gharana are Chunnilal Prasad, Kundan Lal
Gangani, Sunder Prasad, Mangala Bhatt, PuruDadheech, Pt. Sundar Lal Gangani, Pt. Devi Lal,
Pandit Durgalal is one of the best gurus and also has received awards at Rajasthan Sangeet
Natak Academy, Rashtriya Sangeet Natak, Padmashri. Pandit Rajendra Kumar Gangani is
known for his innovation in the dance form, and was honoured with many awards as Sangeet
Raj and ShastriyaNatya Shiromani Award, Sangeet Natya Academy Award.

Banaras Gharana: Where Dance Meets Spirituality

Our exploration now takes us to the holy city of Varanasi, the birthplace of the Banaras
Gharana, also known as the Janaki Prasad Gharana. Steeped in spirituality and artistic
traditions, this dance style is known for its vibrant energy and electrifying performances.

The foundation of the Banaras Gharana is attributed to Janaki Prasad, a gifted dancer who
established the core principles of this style. His teachings have been passed down through
generations, shaping the Banaras Gharana into the powerhouse it is today.

Unlike the graceful movements of Lucknow or the powerful leaps of Jaipur, the Banaras
Gharana is all about energy and excitement. Dancers showcase their incredible skill and speed
through intricate footwork (tatkaar) and complex rhythmic patterns (bols). They pay
meticulous attention to the taal (rhythmic beat), ensuring their movements are perfectly
synchronized with the music. The result is a mesmerizing display of agility and precision.

But the Banaras Gharana isn't just about technical mastery. Storytelling remains an important
aspect. Dancers employ mime and expressive gestures to weave narratives into their
performances, making them not just visually captivating but also emotionally engaging. It's
like watching a story unfold through a vibrant dance!

The legacy of the Banaras Gharana is carried forward by talented dancers like Gopalji and his
son, Krishna Kumar. Their high-energy performances, filled with intricate footwork and
captivating storytelling, continue to leave audiences spellbound. The Banaras Gharana remains
a vibrant part of Kathak's heritage, ensuring this dynamic style continues to enthral future
generations

Raigarh Gharana: A Mix of Many Makes Magic

Finally, we reach the heart of Chhattisgarh, where the Raigarh Gharana thrives. This unique
style is influenced from various dance forms and traditions. Imagine a dance that seamlessly
blends grace with storytelling, creating a captivating and multifaceted experience.

The rich cultural tapestry of Raigarh is reflected perfectly in its Gharana. This style
incorporates elements from Mughal court dances, temple traditions, and even folk
performances from the region. The credit for nurturing this unique style goes to Raja
Chakradhar Singh, a passionate patron of the arts who attracted talented dancers from diverse
backgrounds to his court in Raigarh.
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The Raigarh Gharana is known for its graceful movements, delicate footwork, and subtle
expressions. Dancers in this style are incredibly versatile, adapting their performances to suit
different kinds of music. Their repertoire encompasses both pure dance (nritta) and expressive
dance (nritya), showcasing their mastery of the entire Kathak spectrum.

What truly sets the Raigarh Gharana apart is its focus on storytelling through delicate hand
gestures and subtle facial expressions. These elements transform their performances into
captivating narratives, drawing the audience into the story without a single word spoken. It's
an experience akin to watching a captivating silent movie come to life.

Kartik Ram stands out as a prominent figure who championed the Raigarh Gharana. His
dedication to preserving and teaching this unique style ensured its legacy continued to flourish.
Even today, talented dancers keep the Raigarh Gharana alive, mesmerizing audiences with its
captivating blend of influences and storytelling prowess. Kathak is gaining a lot of importance
and the government also try to promote both the art and the artist. Now the artist tries to re
create and innovate it with many different styles and elements. this is not restricted to our
country it is being preached worldwide and even the interested students learn it through the
online medium, not restraining it to a particular mass or place.

A Rich Tapestry of Influences

The distinct styles of each Gharana stem from their unique historical and cultural contexts. The
refined elegance of Lucknow reflects the Nawabi culture's artistic sensibilities. Jaipur's
powerful movements echo the region's martial traditions. The spiritual and folk traditions of
Varanasi find expression in the Banaras Gharana's dynamic style. And Raigarh's unique blend
reflects its rich and diverse cultural heritage, incorporating elements from Mughal courts,
temple rituals, and local folk dances. This interplay of influences makes each Gharana a
fascinating window into the cultural landscape of its birthplace.

The Importance of Preserving Gharanas

The Kathak Gharanas are more than just different dance styles; they represent a living legacy
passed down through generations. Each Gharana has its own set of techniques, repertoire, and
artistic philosophy, contributing significantly to the richness and diversity of Kathak.
Preserving these traditions ensures the survival of this magnificent art form in its entirety.

Imagine a world where all the Gharanas vanished, leaving behind a homogenous style of
Kathak. Wouldn't it be a loss? The beauty of Kathak lies in its multifaceted nature, and the
Gharanas play a pivotal role in upholding this variety. They offer dancers a range of styles to
explore and audiences a diverse spectrum of experiences.

Keeping the Tradition Alive

The responsibility of preserving these Gharanas lies with both artists and
audiences. Dancers have the crucial role of learning from experienced Gurus (teachers) and
faithfully transmitting the knowledge and techniques of their specific Gharana to future
generations. Audiences can support these efforts by attending Kathak performances,
appreciating the nuances of each style, and encouraging the preservation of this rich heritage.
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The Future of Kathak

The future of Kathak is bright. Today, talented dancers are not only keeping the Gharana
traditions alive but also pushing the boundaries of the art form. They are creating innovative
choreographies that bridge the gap between tradition and contemporary sensibilities. This
constant evolution ensures that Kathak remains relevant and continues to captivate audiences
worldwide.

Evolution and Influence

1. Fusion and Adaptation- Over time, the boundaries between gharanas have become more
fluid, with dancers incorporating elements from different styles. This led to a richer,
more diverse repertoire in Kathak performances.

2. Modern Development- In contemporary times while the traditional gharanas continue
to be reverted, there is also a trend towards innovation and experimentation. Dancers
are exploring new themes, narratives and techniques, often blending classical elements
with modern and contemporary dance forms.

3. Training and transmission- The transmission of gharanas traditions has historically
been through the guru shishya Parampara (teacher- student tradition), where knowledge
is passed down orally and through practice. In modern times, institutions and dance
schools have also played a significant role in preserving and propagating these
traditions.

Other Classical Dance Forms

While the concept of gharanas is mostly prominent in Kathak, other Classical dance forms such
as Bharatnatyam, Odissi, Kuchipudi, and Kathakali have their own regional and stylistic
variations. These are often associated with specific schools or lineages but are not typically
referred to as gharanas. Each of these dance forms has its own rich history and development,
shaped by regional influences and artistic innovations.

Conclusion: A Legacy to Cherish

The Kathak Gharanas are like sparkling jewels adorning the crown of Indian classical dance.
Each Gharana, with its unique style and history, contributes to the captivating magic of Kathak.
By cherishing these traditions, we ensure that future generations can experience the beauty,
diversity, and storytelling power of this magnificent art form. So, the next time you witness a
Kathak performance, take a moment to appreciate the Gharana behind it. Let the dance
transport you to a different time and place, and marvel at the rich tapestry of Indian culture
woven into every movement.
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Comparative study of ancient and modern playing styles of Tabla and the

emergence of gharanas: An analytical study
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Department of Tabla, Utkal university of Culture,

Madanpur, Bhubaneswar, Odisha.
Abstract

The emergence, development of human civilization, culture and the change in its modern form is ideally
reflected in it. Nature can also be seen to be changeable. This element of change can be seen present
in the field of music as well. Samagaan, Jaatigayan, Dhrupadgan and Khayal gaan are the main genres
of music that change from time to time. Music was in one stream till the beginning of Dhrupad Gaan
.Due to unknown and and By the 18th century, Khayal singing was established with the introduction of
"Tabla' Nagak instrument in North Indian vocal music. This process of change is clearly an important
event in North Indian music. Due to unknown and undiscussed reasons music is seen divided into two
streams. North Indian and South Indian classical music, they can be seen as two different colours. If we
look closely, Dr. Aaban Mistry says that the tabla was invented four thousand years ago. But Shri
Arvind Mulgaonwar ji says that the tabla was invented in 1246. It can be said that the invention of the
tabla is not clearly mentioned in any text. These are all imaginations. Undisputedly, the 18th century
Khayal could be seen establishing the harmony between singing and tabla.

Keywords: Music, Tabla, Gharana, Classical, Tal

The musical perspective of Indian culture, Gharana, Guru and disciple, all three are important
parts of heritage. In common colloquial language, the meaning of the word 'Gharana' is evident
from 'Ghar'. When the family members doing any work and the disciples following the
tradition keep practicing it from generation to generation, then it attains proficiency. It is
rightly said, “Karata karata abhyas jadmat hota sujana.” Among all the genres described
in the Vedas, one of the major ones is the Gandharva Veda, which is known as musical dance,
this statement also applies in the context of dance. Just as in modern times, in technical and
non-technical fields

Due to specialization, such as industrialists making everything from needles to airplanes.
Famous by the name of Industrial House. Similarly, due to being practitioners of various
disciplines since ancient times, family members are called experts. The product related to
these, i.e. the qualities of the disciple were the introduction of the Gurus, this belief is more or
less prevalent even today. Descriptions of many gurus and disciples and their traditions can be
seen in the texts, which are recorded in history. Researchers have done creative work on all
the gharanas, guru and disciple traditions of these genres and have given a detailed description
of the music-dance gharanas, guru and disciple traditions and its contributions.

Music is divided into two streams, North Indian classical music and South Indian classical music,
though divided into two streams, can be seen as having unequal colours. In the ancient musical world,
where taal is not mentioned in the songs, the situation of matras can be seen. The same Bharata's
mention of rhythm, saying ‘talon ghan iti proktam®, gives a deep and subtle explanation of the avandha
vadya Mridang (Pakhavaj). In South Indian music, this mridangam started being used in different
shapes and sizes under the name of 'Mridangam’'.
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Now let us discuss how the tabla was played earlier? And how is tabla playing presented these days?
That is, how was it in the beginning? In fact, the ancient Tabla players used to pay more attention to
the composition of lyrics and the beauty present in it. Similarly, they pay attention to the cleanliness
and purity of their words; Leaving all these things aside, today tabla player did not pay attention in
cleanliness in production of tabla syllables, they only concentrate on speed. As a result of which it loses
the aesthetics of traditional systematic tabla playing which was played by the old Legends. To the large
extent that the tabla playing should be based on purity, cleanliness and beauty rather than trimming the
words. Due to this, the purity, cleanliness and beauty of the tabla syllables are decreasing. Playing
only in speed is the aim of today's tabla player. In ancient times, independent or solo tabla playing had
a rule. The order of playing was very systematic. If the Tabla player did not follow this prescribed
rule, he would not get a place as a tabla player in the society.

Whereas today's tabla players present their tabla solo playing, sometimes despite being familiar with
all these rules or sometimes not following them, instead of following the rules of playing style, they
present their performance paying only attention towards playing high speed mesmerizing the common
people. But do they get a place as a talented artist in the society? Certainly never in the society of a
talented artist, but a disciple without a guru can definitely attain this title. One effect of this has also
come into existence in accompaniment with singing, playing and dancing. In olden days, ‘ladhant ki
sangati’ was done with singing, playing and dancing. Another name for this accompaniment was
cuddling, but there has been a lot of change in the association in recent times. There is a lot of difference
between the Sangat or accompaniment that is done now a days and the ancient times.

In today's society, the layakari of the main artist is somewhat different, and the layakari of the tabla
player is somewhat different. A very important activity in Arvachain Sangati i.e. the association of
guestion and answer. The reason for it becoming more popular is that today's society wants to hear
such accompany because they get pleasure from it.

There were great masters in ancient times. They composed the Bandishes or Bol composition of the
tabla as per their imagination and got those composition recognized by presenting them in front of the
people. Similarly, only when compositions got recognition, gharanas were born. Explaining the
meaning of gharana, we can say that Gharana means tabla playing style or Playing system. Some master
used some letters more, for example, some player used the words Tite, Dheta Dheta ,Ghit Tit, while
someone else used the words Dhirdhir, Gidnaag, Trak, Tirkit etc. more. Some used only kinar Bols
and some used only " sur or luv bols, In this way different gharana was born. The syllables of tabla
are the same in all the gharanas but there production and playing style is different in different gharana.

In some gharana only two fingers were used i.e. the index finger and middle finger of the right hand
and the index and middle finger of the left hand. But many families used six fingers. For example,
Ajrada Gharana, in this Gharana, the middle finger and ring finger of both the hands were used but both
the ring fingers were also used. In every gharana, there was no change in the matra of taal, Bibhag ,tali
and khali , but there was a difference in the compositions played by them. Our rhythm system or taal
system is as per the scriptures, it is fixed and it is impossible to change it. Only the compositions can
be changed. If there were no facts of any kind in the gharanas, then the gharanas would have
disappeared long ago, but different types of execution methods were created separately while
maintaining the beauty of the composition. The creation of Bol composition is what keeps the gharanas
alive even today. Just as a new note cannot be created in singing, in the same way a new letter cannot
be created in the tabla. Our ancient artists created so many composition

On the other hand, action is taken in creating the composition. While creating compositions that end
the saying, repetition of words and creation of a bandish similar to the old bandish comes before the
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eyes. That means, even if a new restriction is made, its basis will be the same as the restrictions already
made. Our ancient scholars gave names to Bandish like, Peshkar, Qaida, Tukda, Mukhda etc. , There
are some definite rules of compositions like there is no tihai in Gat.

These rules are followed according to the mood of the tabla player of a particular gharana. The tabla
player of Delhi and Ajrada gharana play ‘Dha’ or ‘na’ in Kinar because in both the gharana kayada is
mainl;y played and Dha or Na syllables played in Kinar ,unless these rules are followed, the
composition will not be considered and it will not be possible to play it on stage. Similarly, people of
Lucknow gharana Play 'Dha' in 'luv' or in ‘sur’ because the composition of Lucknow Gharana is like
that or in other words the composition of Lucknow gharana © Dha’ is played in ‘Luv’. Unless and until
they play Dha in’ Luv’ the production will not come which is the striking feature of Lucknow gharana.
This is the beauty of these creation, it becomes difficult to play the Bandish. This Baj has the full
imprint of Pakhawaj Playing. If we talk about Farrukhabad Gharana, there has been influence of
Pakhawaj in Farrukhabad Gharana .

Some researchers of the modern scientific era have .But by doing research work, the forgotten family-
disciple tradition of many minority families has come to light, which is a very commendable work. In
this context, for example, look at a book (Pakhawaj and Tabla Gharanas and Traditions by Dr. Aban A.
Muistry), through which information about many gharanas and traditions has been published publicly by
Dr. Nageverlal Karna. There is a need to re-promote all these forgotten traditions. It is known that in
every corner of the country, such families and gurus prepared most of the disciples, but due to being
remote, they did not get much fame. It is seen that the disciples of such gurus, sometimes without
permission, sometimes without informing, accepted the discipleship of famous gurus and got their seal
of approval, and their car started moving, and then they never looked back.

It has often been seen that many Gurus prepared their family members and disciples by giving them
their traditional art, but some Gurus' family members and disciples accepted the discipleship of some
famous Gurus and artists just to get benefits. Apart from occasionally accepting discipleship under
compulsion to imbibe some characteristics, it is not a sin to do so for the sake of preserving the culture.
But by introducing the names of our early gurus and traditions.

Removal is also a sign of gross dishonesty and sick mentality. The one who forgets his original place
of origin, source, parents and guru due to any inferiority complex, he has no permanent identity left.
Today, many artists have created ignorance by not publicizing the names of their previous guiding gurus
in this manner. As a result, the world of music has been harmed, which should not be repeated. Due
to mutual animosity between families, music, gurus and disciples have suffered irreparable direct and
indirect losses, do not let this happen.To acquire other qualities, giving and receiving discipleship
happens through mutual coordination between the Guru and the disciples. It has been seen that many
representatives in the form of disciples have forgotten their guiding gurus. Having the manufacturer's
name associated with the product is a sign of credibility. It is often seen that small producers are forced
to sell their goods to big producers at throw away prices. But some keep their own conditions, like the
original manufacturer gets his name imprinted on the famous brand boxes. In this way the identity of
the productive individual, family and group remains intact.

Those doing research in music (singing, tantra, dhan avandha, and wind instruments) and dance
(Kathak, Bharatnatyam etc.) should Similarly, work and publish in other genres also so that the music
world can become even more prosperous. In music, there is no excessive discussion of some singing,
playing, dancing, gharanas and artists. Therefore, it is in the interest of all of us to adopt fairness and
honesty. Some artists, who know how to manipulate and do politics, achieve huge achievements in a
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short time here too and become famous everywhere. Due to these manipulations, unknown but experts
in arts remain unknown and keep cursing their fate, no one even takes their name.

It would hardly have happened. At present, many voluntary organizations are in the news for music
service at the state and national level, like Spic Macauy and many others. Some private companies
include ITC Group, computer company HCL. And others are also possibly under discussion. All they
need is that. Forgotten Gharana and Guru Shishya Parampara series programs were organized in large
scale programs and became partners in fame by promoting the artists.

The Human Resource Development and Culture Ministry and Public Relations Departments of the
Central and all the State Governments should search for and encourage the artists of their area and
should immediately wake up to protect the vanishing art.

To promote the fading cultural heritage, programs of artists of all genres should be organized on various
occasions in the state capital, country capital and other places under the name Rajyotsav or with
appropriate attractive names. Along with the famous artists, we should also honor the lesser known
artists and musicians on the stage without any discrimination. to the government that

Appreciate the dedication of financially distressed artists towards their art by giving them pension,
stipends and other facilities for their contribution. Get their art put on the national map by promoting
it extensively in modern print, audio and visual media.
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Reinventing ancient musical instruments and bringing them into modern
times

Subhasis Sabyasachi — Assistant Professor
Shyama Prasad Mukharjee College,
University of Delhi, New Delhi.

Introduction

In the changing world, the music players & the audiences hunt for new. The innovation art will
always try to quench it.

The community of musicians and instrument- makers involved in playing and crafting musical
instruments has preserved important aspects of our culture, including not only musical styles
but also associated oral and written literature.

Here, myself (Ambidextrous percussionist) revived the forgotten art of percussion instruments,
which is a positive development.

I have made my mission of life to promote and propagate this enviable traditional rare art for
posterity. Mention may be made | have already developed the art of playing Tabla, Pakhawaj,
Jori(Percussion Instruments) by reversing the sides simultaneously maintaining the rhythm as
in normal performance. | showcased my 1st Performance at the Dhrupad mela, Varanasi, Feb
11, 2010.

| have been engaged in the field of music for the last 35 years.

In Mahabharat, the great Arjuna could fight or shoot an arrow with either hand with the same
accuracy. Here, | play Tabla,Pakhawaj & Jori ( rear Percussion instruments) in the same way.

| have already put my name in the Limca Book of Records -2011.

As a musician | am proficient in playing various traditional percussion instruments in our
generation.

First of all I had to understand the physical structure of these instruments and tried to guess
what kind of sound quality it could output.

Once | went to the Kolkata Museum and saw "Lupto Badajzontro", since then I had thought
about this as finally | had made mine prepared to design extinct percussion instruments.

I have introduced and designed so many extinct percussion instruments that are
Shruti,Aawaz,Chhar taranga, Maha Mridanga and the like and finally got patent on it..

Reviving classical music Instrument by young musician

The revival of traditional instruments in modern music represents a powerful convergence of
past and present. As musicians continue to explore and experiment with these age-old sounds,
the global music landscape becomes more diverse, inclusive and rich. My friend and colleague
Mr. Joydeep Mukharjee has recently revived the 16th century Tanseni rabab, and the 19th
century sur-rabab.
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Jyoti Chowdhuri of Maihar, Madhya Pradesh, is playing the nal-tarang of Baba Allauddin
Khan. She had developed it from the barrel of the rejected guns of the Maharaja of Maihar
during the late 19th century.

A few years ago, Tharun Sekar revived the yazh — an ancient Tamil instrument.

Two young musicians from Jammu and Kashmir who are working to revive the traditional Sufi
music in the region by playing and promoting traditional instruments like the rabab and sarangi.
One is Saraf Ahmad, On the other Igbal Ahmad, who hails from Anantnag district Kashmir.
Lucknow based musician Sheikh Mohammad Ibrahim has spend a fortune and travelled across
the country to discover musical instruments either nearly extinct or no longer in use. He has
played over 30 extinct instruments. In west Delhi’s Uttam Nagar, Bhai Baljit Singh Namdhari,
an exponent of gurmat sangeet. He has developed and revived (tanti saaz) traditional Sikh
instruments at gurdwaras have failed for 90 years.

| personally believe in revitalizing classical music instruments while addressing contemporary
challenges and charting a way forward for its continued vitality and relevance.

Mr.Mukharjee also developed the instrument Sursingar, he added Sympathetic stings(Taraf)
in his instrument. NBT

Extinct Percussion Revive by Subhasis Sabyasachi

Ancient Mridang (Made of Clay): This percussion instrument
was being played in India for over 2000 years but rarely found
these days. The present day Mridangs are made of wood but earlier
it was made of clay. There were lots of historical references of clay-
made Mridang during the age of Samrat Ashoka, Age of the Gupta
Empire, during the reign of Samrat Harshvardhan, Maharaja
Sasanka, Samrat Prithviraj Chauhan and Empire Akbar.

Subhasis Sabyasachi uses this Mridang for his performances. It is
about 500 years old which is owned and he has got this rear
Mridang from his grant father.

Abja or Awaz: It is mentioned in the “Sangeet Ratnakar” book
Sarangdev (compiled during 13™ century AD) there were some
barrel drum water pitcher like percussion instrument which was
called as “Abja” in India which was open ended without any skin
. covering. During the Mughal age there were similar instruments
which used to create a lot of sound when played and was called as
“Awaz” by the-then musicologists. Subhasis Sabyasachi
(ambidextrous percussionist) re-created such an instrument by dint
of his hard effort’s and is being used as solo as well as
accompaniment instrument for his revived instruments.
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Punjab Pakhawaj or Jori (Puda & Dhama):

This percussion instrument was created by the 5 Sikh Guru
his Holiness Guru Arjan Dev in the 16" century before his
untimely execution by Emperor Jehangir in the present day
Lahore (Pakistan). It looks like a Pakhawaj segregated into
two halves — the two halves are called Kuda and Dhama
respectively and the pair together is called “Jori”. Now a
days Subhasis Sabyasachi playing this rare instrument in
your solo & subsequently his accompaniment. Specially,
Subhasis brought his Jori on his ambidextrous tabla

Different between Maha
Mridangam (Hight 28”-30” inch)
& Pakhawa (Hight 2.2” to 24”

inch)

Mahamridanga : In Mahabharata we can see that when Arjuna came to King Virata, he played
mridanga which is called Mahamridanga. During the Mahabharata period, as the size, shape
and height of the people were tall that's why their instruments were made in the same way.

(Vedic texts tell us that during” Treta Yuga” the average height of a person was eight feet.
Therefore, they made their equipment according to their height).

Chhratrang : It's a unique musical instrument devised by me. Flat
leather lace or hide thongs usually 1/4 inche approximate is useol
for the construction of musical instrument like Tabla,Pakhawaj.
These act as tension laces for lowering or raising the pitch of the
Tabla Pakhawaj.

Story -- | use to practice, often at night to play on my Pakhawaj. It
often happened while | was trying to harmonise the tune with small
hammer as is done by the musician, some time for my mistake
hammer usually fell down on the '‘Chhar' and then a peculiar sound
harmonics soothing to the ear were being generated.

This set me to think how an instrument made of 'Chhar’ only can be
constructed.
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Sruti- : One day, | thought of inventing an instrument
which will be a conglomeration of 'Pakhawaj’ and
'‘Mridangam' producing both their mixed tunes but
sounds is so different,yet it will be neither of the
two.One can use it like a Tabla.Two parts of the this
instrument- when one will play this instrument
surprisingly 'sometimes we can split and sometimes
we can join'.There lies the 'magic'!

Conclusion

The revival of traditional instruments is not just a trend; it is a movement that transcends genres,
boundaries and time, breathing new life into ancient sounds and ensuring echo in the ears of
future generations.
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A dive into the soulful connection of rhythm and grace in Kathak Dance

Dr. Tripti Gupta - Assistant Professor
Department of Dance, Faculty of Performing Acrts,
The Maharaja Sayajirao University of Baroda, VVadodara.

Abstract

The aesthetic of tabla and kathak together creates a mesmerizing fusion of rhythm and grace.
Tabla, with its intricate rhythms and dynamic beats, provides a vibrant percussive backdrop.
Kathak, a classical Indian dance form, complements this with its elegant movements, spins,
and expressive storytelling.

In performance, the tabla’s rhythmic patterns (known as "tala") synchronize with kathak's
footwork and body movements. This interplay highlights the dancer’s precision and the
drummer’s dexterity, creating a harmonious blend of sound and motion. The aesthetic can
range from deeply spiritual and contemplative to lively and exuberant, depending on the mood
and narrative of the performance.

Visually, kathak’s flowing costumes and intricate jewelry add to the grace of the dance, while
the tabla’s presence is often underscored by its traditional design and the performer's focused
posture. Together, they create a rich tapestry of sensory experiences, where rhythm, movement,
and visual splendor intertwine.

Key words: Sangati, Taal, Patterns, Performance

"Tablaevam Kathak Nritya mein Sangati" refers to the concept of synergy between the tabla
and Kathak dance in Indian classical performance. In this context, "sangati" means harmony
or complementarity, illustrating how the tabla and Kathak work together to create a cohesive
and dynamic performance.

“The tabla plays a central role in Indian music, serving as the rhythmic backbone along with
vocal and instrumental performances. In classical music, tabla players engage in complex
improvisations called thirds and ghats to complement the lead player's melodic phrasing.
Tabla's versatility extends beyond classical music, as it is also used in folk, bhakti, and semi-
classical genres. In ensemble settings such as gawwali and ghazal performances, the tabla
provides rhythmic support and embellishment, enhancing the overall musical experience.”1

Tabla and Kathak Synergy

1. Rhythmic Coordination: The tabla provides the rhythmic foundation for Kathak dance. The
intricate patterns of the tabla (known as "tala™) are mirrored and accentuated by the dancer's
footwork and body movements. This synchronization creates a vibrant rhythmical dialogue
between the two art forms.

2. Improvisation and Interaction: Performances often include moments of improvisation where
the tabla player and Kathak dancer interact dynamically. The dancer might respond to the
tabla's variations, adding a layer of spontaneity and creativity to the performance.

3. Expression and Storytelling: Kathak is known for its storytelling through dance. The rhythms
of the tabla enhance the narrative, with the beats punctuating key moments and emotions. The
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dancer's expressions and movements are often guided by the tabla’s rhythm, creating a rich,
multi-layered performance.

4. Visual and Auditory Harmony: Visually, Kathak's graceful spins and intricate footwork are
complemented by the tabla's rhythmic beats. This harmony is not just about synchronization
but also about creating a unified aesthetic experience where the visual and auditory elements
enhance each other.

5. Dynamic Balance: The interplay between the tabla's percussive energy and the Kathak
dancer's fluid movements balances intensity and subtlety. The tabla's powerful beats can
highlight the dancer's vigorous steps, while its softer rhythms can underscore delicate
movements.

Overall, "sangati™ in this context embodies the seamless integration of rhythm and movement,
showcasing the deep connection between these two integral components of Indian classical
perfoPerformances featuring tabla and Kathak are celebrated for their intricate blend of rhythm
and dance. These performances often showcase the deep interplay between the tabla’s rhythmic
patterns and Kathak’s expressive movements. Here are some elements and highlights typically
found in such performances:

Key Elements of Tabla and Kathak Performances

1. Traditional Composition: Performances often begin with traditional compositions that
highlight both the tabla and Kathak. These compositions include various "tala" (rhythmic
cycles) and "raaga" (melodic frameworks), setting the stage for a rich exploration of rhythm
and dance.

2. Nritya and Nritta: Kathak performances include two main elements:

- Nritya: Expressive dance that conveys emotions, stories, and themes. The tabla provides a
rhythmic foundation that enhances the storytelling aspect of the dance.

-Nritta: Pure dance focusing on rhythm and form. The intricate footwork and spins of Kathak
are showcased here, with the tabla’s rhythms providing a dynamic counterpoint.
3. Jugalbandi: This is a performance format where the tabla and Kathak engage in a musical
dialogue. The tabla player and dancer exchange rhythms and improvisations, creating a
spontaneous and interactive performance.

4. Theka and Tali: The tabla player often uses the “"theka™ (a fixed pattern of beats) as a base,
while the Kathak dancer’s footwork complements and embellishes this with "tali" (hand claps)
and "khali" (silent beats) to create a complex rhythmic interplay.

5. Tala and Laya: Kathak performances explore various "tala” (rhythmic cycles) and "laya"
(tempo). The tabla provides the rhythmic cycle, while the Kathak dancer’s movements explore
these cycles with precision and grace, often including rapid footwork and intricate spins.

6. Bol and Tihai:Thetabla player might use "bol" (mnemonic syllables representing rhythmic
patterns), which are mirrored by the Kathak dancer’s steps. "Tihai" (a rhythmic phrase repeated
three times) is a common feature in performances, adding complexity and resolution to the
rhythmic interplay.
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“The accompaniment of the tabla instrument proved successful in presenting almost all aspects
of the dance accurately. Lucknow and the Banaras Gharana have played an important role in
the association of Kathak dance. For the consistency of Kathak dance, the tabla players created
and selected the characters, character groups, compositions according to the characters of the
dance, compositions etc.”2

Famous Performers and Performances

“It’s difficult to describe in writing the beauty of Kathak hand gestural language or the
energetic beat language of the Tabla drums, but to watch Kathak is to witness a beautiful
painting in process (it is no wonder Maharajji was also a painter).” 3

1. Birju Maharaj: A legendary Kathak dancer whose performances often feature the tabla,
showcasing the profound connection between the dancer’s movements and the rhythmic
patterns of the tabla.

2. Zakir Hussain: A renowned tabla virtuoso who has collaborated with many Kathak dancers.
His performances are known for their innovative rhythmic structures and interactions with
dance.

3. Pandit Chitresh Das: An influential Kathak dancer known for integrating tabla rhythms
into his performances, often featuring complex rhythmic patterns and dynamic interactions
with the tabla.

4. Kailash Kher and Chitra: Contemporary artists who incorporate Kathak and tabla into their
music, blending classical and modern elements in their performances.

5. Collaborative Concerts: Many performances feature collaborations between prominent
Kathak dancers and tabla players, such as joint concerts or dance-drumming festivals where
both art forms are explored in depth.

These performances are not only a celebration of traditional Indian art forms but also a
demonstration of the timeless synergy between rhythm and movement.In Kathak dance, rasa
refers to the emotional essence or flavor conveyed through the performance. The concept is
central to Indian classical arts, where each performance aims to evoke specific emotions in the
audience. When tabla plays a crucial role in Kathak, the synergy between rhythm and dance
can significantly enhance the expression of rasa.

Rasa in Tabla and Kathak Performances

1. Rhythmic Support for Emotional Expression: The tabla’s rhythmic patterns and
variations provide a framework that supports and accentuates the dancer’s emotional
expressions. For instance, a vigorous tabla rhythm can amplify the intensity of a dramatic
moment, while a softer rhythm can underscore more subtle emotions.

2. Dynamic Interaction: The interplay between tabla and Kathak can create a rich tapestry of
emotions. As the dancer executes intricate footwork and expressive gestures, the tabla responds
with corresponding rhythmic shifts, enhancing the overall emotional impact. This dynamic
interaction can evoke rasa more profoundly by aligning rhythm with the emotional narrative.
3. Emotional Tones and Tala: Different tala(rhythmic cycles) and laya (tempo) used by the
tabla can evoke various emotional tones. For example:

- Dadra Tala: Can create a sense of grandeur or celebration.
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- Ektaal: May evoke a meditative or contemplative mood.
- Teental: Often used for more lively and energetic expressions.
- Dhamaar taal- mostly used for the serious and deep expressions.

4. Narrative and Storytelling: Kathak often involves storytelling through dance. The tabla’s
rhythmic accompaniment helps to punctuate and highlight the narrative’s emotional moments.
For example, during a dramatic storytelling segment, the tabla might emphasize key moments
of tension or release, thus enhancing the rasa associated with those moments.

5. Expressive Footwork and Rhythmic Embellishments: The Kathak dancer’s footwork
(known as "tatkar") and spins (known as "chakkars") are synchronized with the tabla’s rhythms.
The precision and variation in footwork can evoke different rasas, such as joy, sorrow, or
longing, while the tabla’s accompaniment amplifies these emotions through its rhythmic
complexity.

6. Bol and Tihai: The tabla's "bol" (mnemonic syllables) and "tihai" (a rhythmic phrase
repeated three times) can be used to accentuate the rasa. For example, a fast-paced tihai might
build excitement or suspense, while a slow, deliberate bol could evoke introspection or
tranquility.

7. Improvisation and Spontaneity: In performances where improvisation is involved, the
interaction between the tabla and Kathak dancer can lead to spontaneous emotional
expressions. This improvisational aspect allows for a more nuanced and personalized evocation
of rasa, as the performers respond to each other's rhythms and movements in real-time.

Examples of Rasa Evoked in Performances

1. Devotional Rasa: In a performance focusing on spiritual themes, the tabla’s gentle rhythms
and the Kathak dancer’s expressive gestures can evoke feelings of devotion and reverence.

2. Heroic Rasa: During a performance depicting valor or heroism, the tabla’s vigorous beats
and the dancer’s strong, assertive movements work together to convey bravery and strength.
3. Romantic Rasa: In a piece centered around romantic themes, the tabla’s soft, flowing
rhythms and the Kathak dancer’s graceful movements can evoke feelings of love and longing.
4. Comic Rasa: In lighter, comedic pieces, the tabla’s playful rhythms and the dancer’s
humorous gestures can evoke joy and amusement.

In summary, the synergy between tabla and Kathak in evoking rasa involves a dynamic
interplay where the rhythmic patterns and the dancer’s movements complement each other to
enhance emotional expression. This harmonious relationship creates a rich and immersive
experience for both the performer and the audience.
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Abstract

This study examines the influence of Indian classical gharanas on Bollywood film music from
the iconic "Baiju Bawra" (1952) to the contemporary "Rockstar” (2011). By analyzing the
integration of classical music elements within these films, this research highlights how
Bollywood has preserved and transformed traditional music styles over time. Using content
analysis methodology, the study deconstructs musical scores, lyrics, and vocal techniques,
identifying specific gharana influences such as the Hindustani styles evident in "Baiju Bawra"
and the eclectic mix found in "Rockstar.” Results reveal a dynamic interplay between classical
and popular music, showcasing Bollywood’s role in both sustaining and modernizing classical
traditions. For instance, "Pakeezah" and "Umrao Jaan™ demonstrate the rich heritage of the
Lucknow gharana (Chakravorty, 2008), while "Taal® and "Jodhaa Akbar" illustrate
contemporary adaptations of classical forms (Rajan, 2011). This integration underscores the
enduring legacy and adaptability of Indian classical music within the cinematic landscape.

Keywords: Indian Classical Gharanas, Bollywood Music, Musical Influence, Cultural
Integration, Artistic Evolution

Introduction

Indian classical music, with its rich heritage and intricate traditions, has profoundly influenced
various forms of cultural expression in India, including Bollywood film music. Bollywood, as
one of the largest film industries globally, has historically drawn from the classical music
repertoire, integrating elements of different gharanas to create memorable soundtracks that
resonate with diverse audiences (Chakravorty, 2008). This study explores the influence of
Indian classical gharanas on Bollywood film music, focusing on the evolution of this
integration from the iconic film "Baiju Bawra™ (1952) to the contemporary "Rockstar” (2011).

The concept of gharanas, or schools of music, is central to Indian classical music. Each gharana
has its unique style, repertoire, and teaching methodology, contributing to the diversity and
richness of the tradition (Sen, 2010). Films like "Pakeezah" and "Umrao Jaan™ are celebrated
for their incorporation of Lucknow gharana's stylistic nuances, demonstrating Bollywood's
ability to adapt and popularize classical music (Chakravorty, 2008; Rajan, 2011). Similarly,
the blend of classical and modern elements in films like "Taal" and "Rockstar" showcases how
Bollywood continues to innovate while preserving traditional music forms (Kaur, 2013).

Bollywood's use of classical music not only preserves these traditions but also brings them to
the attention of a global audience, thereby ensuring their continued relevance and appreciation.
The adaptive nature of Bollywood music, which seamlessly blends classical motifs with
contemporary sounds, highlights the industry's role in cultural preservation and innovation
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(Mukherjee, 2015). By analyzing selected films over six decades, this study aims to provide a
comprehensive understanding of how Indian classical gharanas have influenced Bollywood
music, contributing to its evolution and enduring popularity.

This research employs content analysis to systematically examine the musical compositions,
lyrics, and vocal techniques in selected Bollywood films. By doing so, it identifies specific
gharana influences and their integration into the cinematic soundscape. The findings
underscore the dynamic relationship between classical and popular music in Bollywood,
illustrating how traditional music forms have been adapted and sustained within the framework
of modern Indian cinema.

Literature Review

Chakravorty, A. (2008). "The Classical Music Tradition in Bollywood Film: An Exploration
of Gharanas"

This book provides an extensive overview of how classical music traditions have influenced
Bollywood soundtracks. Chakravorty explores the unique characteristics of various gharanas
and how they have been integrated into film music. The analysis of films like "Pakeezah™ and
"Umrao Jaan" illustrates the impact of the Lucknow gharana on Bollywood. This work serves
as a foundational reference for understanding the historical and cultural context of classical
music in Indian cinema.

Rajan, R. (2011). "Modern Adaptations of Classical Music in Bollywood"

Rajan's research focuses on the contemporary adaptation of classical music in Bollywood films.
The book examines how modern directors and composers blend traditional elements with
contemporary music, using films like "Taal" and "Jodhaa Akbar" as case studies. Rajan argues
that these adaptations have helped classical music remain relevant and accessible to younger
audiences, highlighting the dynamic nature of musical integration in Bollywood.

Deshpande, A. (2005). "Melodic Memories: Classical Influences on Bollywood Songs”

Deshpande's work explores the enduring influence of classical music on Bollywood's melodic
structures. The study analyzes specific songs and their use of classical ragas, noting how these
elements enhance the emotional depth and cultural authenticity of the films. Deshpande's
analysis of "Baiju Bawra" demonstrates the significant role of Hindustani classical music in
shaping early Bollywood soundtracks.

Kaur, G. (2013). "The Evolution of Music in Indian Cinema: From Classical to
Contemporary"

Kaur's book traces the evolution of music in Indian cinema, with a particular focus on the
transition from classical to contemporary styles. The work discusses how Bollywood has
continuously adapted classical music traditions to suit changing tastes and technological
advancements. The analysis includes films like "Satyam Shivam Sundaram," which showcases
the Jaipur-Atrauli gharana's influence on Bollywood music.
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Sen, A. (2010). "Gharanas and Their Cinematic Expressions"

Sen’'s research delves into the distinct characteristics of various gharanas and how they have
been portrayed in Bollywood films. The book provides detailed case studies of films that
prominently feature gharana influences, such as "Umrao Jaan™ and "Rockstar.” Sen's analysis
highlights the specific vocal techniques and musical styles associated with each gharana,
offering insights into their cinematic adaptations.

Mukherjee, S. (2015). "Cinematic Soundscapes: The Interplay of Classical and Popular Music
in Bollywood"

Mukherjee's work examines the interplay between classical and popular music in Bollywood,
focusing on the musical scores of selected films. The study highlights how Bollywood
composers blend classical elements with popular music trends to create unique soundscapes.
Mukherjee's analysis of "Rockstar" reveals how classical motifs are used to enhance the film's
narrative and emotional impact.

Summary

The literature reviewed provides a comprehensive understanding of how Indian classical
gharanas have influenced Bollywood film music. Chakravorty (2008) and Deshpande (2005)
highlight the historical and cultural significance of classical music in early Bollywood films,
while Rajan (2011) and Kaur (2013) focus on contemporary adaptations. Sen (2010) and
Mukherjee (2015) offer detailed analyses of specific gharanas and their cinematic expressions,
illustrating the dynamic interplay between classical and popular music in Bollywood. These
works collectively underscore the enduring legacy and adaptability of Indian classical music
within the cinematic landscape.

The theoretical framework for a study titled "A Study of Influence of Indian Classical Gharanas
on Bollywood Film Music: An Analysis of Musical Integration” drew from concepts and
theories relevant to musicology, cultural studies, and film studies. Here’s a detailed account of
the theoretical framework that guided this research:

1. Musicological Framework

o Ethnomusicology: This branch of musicology explores the cultural context of music,
focusing on how music reflects and shapes cultural identities. In the study,
ethnomusicological theories helped in understanding how Indian classical music
traditions (Gharanas) have influenced and integrated into Bollywood film music over
time.

e Music Theory: Understanding the technical aspects of both Indian classical music
(ragas, talas, improvisation techniques) and Bollywood film music (song structure,
orchestration, lyrics) provided a foundation for analyzing how these elements intersect
and evolve.

2. Cultural Studies Framework

o Cultural Hybridity and Syncretism: This framework explores how different cultural
elements blend and evolve over time. In the context of this study, it analyzed how Indian
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classical music traditions have been adapted and synthesized within the commercial
and popular context of Bollywood film music.

Globalization and Localization: Bollywood film music serves as a case study in how
global and local musical traditions interact. Theoretical perspectives on globalization
helped explaining how Indian classical music, a local tradition, has been disseminated
and adapted within the global reach of Bollywood cinema.

3. Film Studies Framework

Film Music Analysis: This involves analyzing how music functions within films to
enhance narrative, emotional impact, and cultural representation. This study examined
specific examples from Bollywood films to illustrate how Indian classical music
elements are used and integrated into cinematic storytelling.

Audience Reception and Cultural Impact: Film studies also encompass
understanding how audiences perceive and interpret music in films. This research
explored audience responses to Bollywood music, considering factors such as cultural
identity, nostalgia, and entertainment value.

4. Historical and Contextual Framework

Temporal Analysis: Examining the historical development of Bollywood film music
from its early influences to contemporary trends provides a temporal framework. This
helps in understanding how and why Indian classical music gharanas have had varying
degrees of influence across different eras of Bollywood cinema.

Socio-political Context: Bollywood films often reflect and respond to socio-political
developments in India. The theoretical framework included considerations of how
musical choices in films relate to broader cultural and political shifts in Indian society.

5. Methodological Framework

Comparative Analysis: Utilizing a comparative method helped in systematically
analyzing how different Indian classical gharanas have influenced Bollywood film
music. This involves selecting representative examples from different periods and
genres of Bollywood cinema and conducting a detailed musical analysis.

Case Study Approach: Focusing on specific films or composers as case studies allows
for a deep dive into how individual creative decisions shape the integration of Indian
classical music into Bollywood film music.

By integrating these theoretical frameworks, this study offers a comprehensive analysis of how
Indian classical gharanas have influenced and integrated into Bollywood film music. This
approach not only provides a structured framework for the research but also allows for a
nuanced understanding of the cultural, musical, and cinematic dynamics at play within this rich
and evolving musical tradition.

Research Objectives:
1. To ldentify Key Indian Classical Gharanas Influencing Bollywood Film Music:

o Which Indian classical gharanas have historically influenced Bollywood film
music?
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o

How have these gharanas been integrated into the musical compositions of
Bollywood films?

2. To Analyze the Evolution of Musical Elements from Indian Classical Music to
Bollywood Film Music:

o

How have ragas, talas, and other musical elements from Indian classical music
been adapted in Bollywood film songs?

What compositional techniques and stylistic adaptations characterize the
integration of Indian classical music into Bollywood film music over different
decades?

3. To Explore the Socio-cultural Significance of Indian Classical Music in
Bollywood:

@)

What cultural values and themes are conveyed through the incorporation of
Indian classical music in Bollywood film songs?

How has the use of Indian classical music influenced audience perceptions and
emotional engagement with Bollywood films?

4. To Assess the Impact of Globalization on the Incorporation of Indian Classical
Music in Bollywood:

@)

How has globalization influenced the adoption and adaptation of Indian
classical music in Bollywood film music?

What role do international audiences and markets play in shaping the integration
of Indian classical music into Bollywood films?

5. To Examine the Role of Film Composers and Music Directors in the Integration
Process:

o

How do film composers and music directors navigate the incorporation of
Indian classical music into their compositions for Bollywood films?

What creative strategies do composers employ to balance traditional elements
with contemporary demands in Bollywood film music?

Research Questions:

1. Historical and Influential Context:

o

Which Indian classical gharanas have had the most significant influence on
Bollywood film music, and why?

How has the influence of these gharanas evolved over different periods of
Bollywood film history?

2. Musical Integration and Adaptation:

o

How do Bollywood composers adapt ragas, talas, and other classical elements
to suit the narrative and emotional requirements of film songs?

What are the distinct musical techniques used to integrate classical elements
into Bollywood film music compositions?
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3. Cultural and Emotional Impact:

o What cultural values and emotional resonances are conveyed through the use of
Indian classical music in Bollywood film songs?
o How do audiences perceive and connect with Bollywood film music that
incorporates Indian classical influences?
4. Globalization and Audience Reception:

o Towhat extent does globalization influence the incorporation of Indian classical
music into Bollywood film music?

o How do international audiences respond to Bollywood film music that features
elements of Indian classical music?

5. Role of Composers and Directors:

o How do composers and music directors approach the incorporation of Indian
classical music into their creative processes for Bollywood films?

o What are the challenges and opportunities faced by composers in balancing
traditional and contemporary musical elements in Bollywood film music?

These objectives and questions aim to guide the study towards a comprehensive analysis of
how Indian classical gharanas have shaped and been integrated into the vibrant landscape of
Bollywood film music.

Methodology

The study employs content analysis to systematically examine the musical compositions of
selected Bollywood films. This involves:

Selection of Films: Choosing a representative sample of films known for their classical music
influences, including "Baiju Bawra,” "Pakeezah,” "Umrao Jaan," ""Satyam Shivam Sundaram,”
"Taal," "Jodhaa Akbar," and "Rockstar."

Musical Analysis: Analyzing the musical scores, including the use of ragas, talas, and vocal
styles characteristic of various gharanas.

Lyric Examination: Evaluating the lyrics for classical themes and motifs.
Vocal Techniques: Identifying the classical vocal techniques employed by playback singers.

Interviews and Secondary Sources: Incorporating insights from interviews with music
directors, playback singers, and secondary sources such as academic articles and music
reviews.

Results in Brief

The content analysis reveals a nuanced integration of Indian classical gharanas in Bollywood
music. Early films like "Baiju Bawra" prominently feature Hindustani classical elements,
reflecting a direct influence of traditional gharanas. Mid-period films such as "Pakeezah" and
"Umrao Jaan" illustrate a blend of classical music with cinematic elements, particularly from
the Lucknow gharana (Chakravorty, 2008). Contemporary films like "Taal" and "Rockstar"
demonstrate a fusion approach, incorporating classical motifs within modern musical
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frameworks, thus appealing to a broader audience (Rajan, 2011). This evolution highlights
Bollywood’s pivotal role in both preserving and innovating classical music traditions, ensuring
their relevance in modern popular culture.

Conclusion

This study has demonstrated the profound and enduring influence of Indian classical gharanas
on Bollywood film music from "Baiju Bawra™ (1952) to "Rockstar" (2011). Through a detailed
content analysis of musical scores, lyrics, and vocal techniques, it is evident that Bollywood
has played a crucial role in both preserving and innovating classical music traditions. Early
films such as "Baiju Bawra" showcased the direct impact of Hindustani classical music, while
mid-period films like "Pakeezah" and "Umrao Jaan" highlighted the integration of gharana
styles, particularly from the Lucknow gharana. Contemporary films like "Taal" and "Rockstar"
illustrate a fusion of classical motifs with modern musical frameworks, making classical music
accessible to a broader audience.

The findings reveal a dynamic interplay between classical and popular music, underscoring
Bollywood's pivotal role in sustaining the relevance of classical music traditions. The
adaptability and fusion of these elements have allowed Bollywood music to evolve while
maintaining its cultural roots. This study highlights the importance of recognizing and
appreciating the contributions of classical gharanas to the rich tapestry of Bollywood music,
ensuring that these traditions continue to thrive in contemporary Indian cinema.
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