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The word ‘education’ is derived from the
Latin word ‘educare’ which means to bring
up. The meaning of education according
to Greek theory is also the same i.e. ‘to
bring out one’s best’. Swami Vivekananda
said, ‘education is the manifestation of the
perfection, which is already in man’.

‘NA VIDYA SANGEETAT PARA’-
According to Indian philosophy it is said
that music is the greatest of all educations.
Indian music is one of the oldest forms
of music in the world. According to
research it has been acknowledged that
the origin of Indian Music is the ‘Vedas’
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Abstract

The Union Cabinet, in July 2020, approved the New Education Policy 2020, a
milestone in the history of education in India. There are many proposals mentioned
in this policy which aim to introduce vital changes in the Indian education system.
As India moves towards becoming a developed country as well as among the three
largest economies in the world, it is needful to revamping the education structure to
transform today’s children as the global citizen of tomorrow. There are some
fundamental features in this policy such as fostering the unique capabilities of each
student, acquiring life skill like communication, team work etc. multidisciplinary and
holistic education, knowledge of modern science and technology, emphasis on learning
about India’s glorious culture, art, philosophy, ethical and constitutional values and
many others. From the foundational level to higher study of proposed curricular
structure, there are many major initiatives taken by the committee. In this article, I
have tried to explore the prominent bright prospects of this policy in the field of
studying core music and subjects interrelated with music.
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(1500 BC-600 BC), the oldest Hindu
scriptures. It is believed that Vedic texts
were received by scholars direct from God
and for thousands of years these were
passed on to the next generation orally.
The Vedic music, Samgana was the
earliest scientific method of singing in
India. Vedic hymns of the Hindu temples
are the fundamental source of Indian
music, where sound is believed as God-
Nadabrahma. Thus music since ancient
times is considered as spiritual practice
to attain aesthetic experience, self-
realization and salvation.

In modern science many researches
show that music has a powerful effect on
human physiology especially on the brain.
Therefore music leads to better learning,
boost memory, treat mental illness, reduce
anxiety or stress and thus improve
physical, mental as well as emotional
health of a person. Music, apart from its
intellectual characteristics, has
tremendous power to dissociate the mind
from worries and negativities. It helps
both the artists and audiences to
concentrate their minds immediately and
therefore leads them acquiring higher
knowledge spontaneously. Music has
significant role in character building of
students and thus it elevates the moral
power of the whole nation.
Anthropologists and ethnomusicologists
suggest that music has been one of the
basic characteristics of human for
millennia. It is the most universal way of
expression and communication for
humankind. So by engagement in music
many dimensions of human life physical,
mental, intellectual, moral, spiritual,

psychological (cognitive and emotional),
social-can be affected positively.

In Vedic period knowledge was
imparted from the ‘Guru’ (teacher) to the
‘Shishya’ (disciple). In ancient educational
system practiced in India, students had to
stay in Guru’s place to acquire knowledge.
In ancient India, there were world famous
centers of learning like Nalanda,
Takshashila where teachers and students
both from different parts of country as
well as from abroad used to come.
Modern schools and universities were
established during British rule in India in
the 19th century. To acquire knowledge
in music, students must go to guru and
with the proper guidance of guru and
vigorous training for years one can
achieve musical proficiency. There is no
substitute of Guru-Shisya tradition in
music education. But in British period
with great effort of legendary music
scholars Pandit Vishnu Digambar
Paluskar and Pandit Vishnu Narayan
Bhatkhande, music education has been
popularized among mass and considered
as a subject in academic discipline.

In this article some most important
features of the New Education Policy
2020 and the most possible positive
outcomes of these proposals in the context
of music education have been discussed.

BRIEF ANALYSIS OF SOME
PROMINENT FEATURES OF
NEW EDUCATION POLICY IN
THE CONTEXT OF MUSIC EDU-
CATION:

According to new pedagogical and
curricular structure proposed for school
education there are four stages:



NAME OF AGE OF CLASS

THE STAGE STUDENTS

(YEAES)

FOUNDATIONAL 3-6 ANGANWARI/

PRE-SCHOOL/

BALVATIKA

6-8 CLASS 1 &2

PREPERATORY 8-11 CLASS 3 TO 5

MIDDLE 11-14 CLASS 6 TO 8

SECONDARY 14-18 CLASS 9 TO 12

� The ‘Early Childhood Care and
Education’ (ECCE) in the
foundational level will be of great
importance. In this level the learning
process will be flexible, multi-
faceted, play-based, activity-based
and music will be one of the
prominent subjects for children.

Many researches show that music
training and practice have many direct
positive effects on development of child.
In 2016 researchers of Brain and
Creativity Institute, University of Southern
California found that, musical experiences
in childhood accelerate brain development
particularly the areas of language
acquisition and reading skill. In a study
of National Association of Music
Merchants Foundation, it has been proven
that learning to play a musical instrument
can improve the mathematical learning.
Allowing children to dance with music
help them to build motor skills and
develop their self-expression. Practicing
music also strengthen children’s memory
power.

Therefore inclusion of music as a
subject at the foundational level will be
beneficial not only for the cultural or
artistic development but also for
comprehensive development of the child.

� One of the distinguished features
mentioned in this policy is the
flexibility to choose subjects
according to their talents and
interests.

This is going to be a major step to
promote the multidimensional perspective
of music. Students from different
background in various subjects like
physics, mathematics, biology, literature,
history, mass communication etc. having
penchant for music can further study the
correlation between music and respective
subjects. It will create more research
scope in subjects like musical acoustics,
bio musicology, neuroscience of music,
music therapy, mathematical explanation
of musical sound wave, literary prospect
of musical composition, music
archaeology, ethnomusicology, music
reporting etc. Even students having
technological background and fondness
for music can study the electronic or
digital music technology. So apart from
learning and practicing different genres
of music like classical, semi-classical,
modern song, devotional song, folk song
etc. students can study various
multidisciplinary subjects correlated with
music and it will definitely open the door
of global academic platform more and
more for the posterity.

� In the revised three languages
formula mentioned in this policy, the
medium of instruction until at least
grade 5, but preferably till grade 8
and beyond will be the mother
tongue/home language/regional
language applicable for both in
private and public school. But at the
same time, apart from mother tongue
children will be exposed to different



languages also. There will be at least
two native languages of India among
three languages learned by children.
Sanskrit, the oldest language in the
world, now will be offered at all
levels of school and higher
education as an important option for
students.

Now analysis of this step from the
musical viewpoint shows that throughout
the country practice of different regional
languages among children will be
increased. Definitely the genre of
children’s songs will be revived and
children will be more engaged in those
songs which will definitely increase their
power of imaginations.

Another advantage of the
incorporation of multilingualism in school
education is that music students having
interests to study ancient Indian treatises
mostly written in classical languages like
Sanskrit, Pali, Tamil etc. can read the
original versions of the authentic
scriptures. Similarly students interested in
western music can acquire in depth
knowledge studying the classic books of
western music written in English
language. Language will be no barrier to
study original and authentic books
anymore.

Music students with a strong base in
different regional languages will get
chance to study folk songs and cultural
heritage of that region easily.

� According to this policy internships
will be conducted at the local level.
So skilled students will get actual
practical field exposure.

� PhD students will have a minimum
number of hours of actual teaching
experience gathered through

teaching assistantships and other
means. By implementation of this
step will increase the number of
efficient and experienced teachers.

� In this policy various initiatives have
been mentioned implementation of
which will help to have larger
number of international students to
study in India. Therefore today’s
younger generations from different
parts of the world will get more
chance to be introduced to our
thousand years old Indian music.
According to the proposal, research/
teaching collaborations and faculty/
student exchanges with high-quality
foreign institutions will be facilitated
and relevant mutually beneficial
MOUs with foreign countries will be
signed. High performing Indian
universities will be encouraged to set
up campuses in other countries, and
similarly, selected universities e.g.
those from among the top 100
universities in the world will be
facilitated to operate in India. It will
certainly open greater scopes of high
quality researches especially on
ethnomusicology, bio musicology,
electronic music, scientific study of
music etc. So from intercultural
perspective this education policy
will definitely promote the exchange
of knowledge between East and
West more.

CONCLUSION:

The prime purpose of the New Education
Policy 2020 is the holistic development
of students. The emphasis on Indian
culture and flexibility on choosing the
subjects according to students’ own



interests will definitely improve the
scenario of music education in India and
there will be greater scopes in quality
research in music related multidisciplinary
subjects.
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Even in the ancient scriptures, the ragas
are praised for being sung in time. In the
Sangeet Makrand composed by Narad,
the principle of the fifth raga samana is
mentioned. According to some scholars,
the date of its creation in the 13th-14th
century. Many musicologists call it Music
Ratnakar in the favour of pre-acceptance.
The third volume of the music chapter of
this Granth Narad has given special

advice to sing the ragas according to the
time:

Accordingly, the person who does not
sing the ragas according to the principle
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Abstract

In Hindustani classical music, many rules were made regarding the singing of ragas,
one of which is the law of time theory. To sing each raga according to the scriptures
a special time has been fixed for. Singing ragas at fixed times is more deemed
appropriate. According to the scholars, keeping in view the time theory, the raga
presentation can be made effective. Time theory is an old tradition of Indian music.
The relation of the ragas is fixed according to the time between day and night and
seasons of the year. The scribes have fixed different times of different ragas based
on their experience and psychology. The melodies sound melodious only when sung
according to their fixed time. A lot of Ragas are related to summer, rainy, cold,
autumn, winter and spring seasons and they are sung only in special seasons. Since
ancient times, Hindustani classical music is being considered, one of the main aspects
of which is time theory.
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of time, destroys raga’s beauty. According
to Narad, these are some rags sung in
different times:

“Morning Ragas - Gandhar,
Devgandhar, Soudhvi, Naraini, Gujri,
Bengal, Patmanjri, Lalit, Shri Saurashtra,
Basant, Malhar, Shudh Bhairav, Bilawal
and Bhopal.

Medieval Ragas - Shankarabharanam,
Balahans, Desi, Saveri, Dobli, Kamboji,
Kaushik, Mukhai, Mangalkoshiki.

Night Ragas – Shudh -Nut, Salag,
Shuddh Varati, Malvgaur, Ramkri, Knatar
Gond. Raga Bhairav can be sung at any
time.’’2

The time and seasons of the ancient
village ragas in Ratnakar, is clear
mentioned. Singing while giving the
characteristics of ‘ytha shudh sadharit’
gram raga the description of the time is
as follows-

By the way, the time theory is also
considered as a traditional rule. According
to him, it is important to sing the ragas at
the appropriate time. Damodar set the
time of the ragas in the ‘Sangeet Darpan’
by allowing any raga to be sung at any
time.

The views are as follows:

Damodar acknowledges that time
theory is a physical classification but
when the singer wants to sing the same

raga, then there is no fault in singing at
the same time.

Classification of Ragas in modern
Hindustani classical music system time
theory is divided into 24 hours within
two parts. It has been the practice to sing
ragas at fixed times in Indian classical
music. Within the changes of time, the
change came the form of the ragas, the
way of rendering and the music. There
was also a difference in the education
system where music education ‘Guru
Shish tradition’ and ‘Music education’
was based on the form of schools,
educational institutions etc. But the
practice of singing ragas according to
specific times remained prevalent. The
hypothesis and reality of the theory
include the following aspects. For
example: the watch of day and night, the
form of swaras, the importance of the
madhyam swaras, importance of vadi
samyadi etc, Significance characteristics
of time theory has been exist since ancient
times, today’s music scholars do the same,
including 24 hours of eight divided into
pahars and composed and sung ragas
based on them,their presentation should
be done with time priority. To determine
the time of ragas, the Purvang Raga and
Utrang Raga rules play an important role.
Scholars have divided the 24 hours of
day and night into two part of the day
‘poorav ang’ from 12 am to 12 pm and
12 pm to 12 am is considered the ‘uttar
ang’.

An octave with 8 swaras was made
by connecting the strings in the sa re ga
ma pa dha ni. It was divided into two



parts. The first part is ‘sa re ga ma’ and
the second part is’ pa dha ni sa’. The first
part was ‘poorvang’ and the second part
‘uttrang’. The vadi swara is an important
swara of an Indian classical music, It plays
an important role in determining the
timing of ragas. The ragas whose vadi
swar comes in Swar Saptak’s ‘Purvang’,
they are called Purvangvadi Ragas. Their
time assumed at 12 noon until noon. For
example, the vadi of shudh Sarang is’Re’
swara, due to its inclusion in the
poorvangvadi part, the raga is called
shudh sarang poorvangvadi raga’. So, the
ragas whose swar falls in the utraang part
of the saptak, such raags are called
Utrangvadi ragas, just as the raga kamod’s
vadi swar is ‘pa’ for the same reason, the
raga kamod will be called ‘Uttaranwadi
raga’.

In Hindustani classical music, the
above rule has become but few ragas
could not be covered by this particular
rule and their timing could not be
determined. For example - the vadi swara
of Bhairavi is ‘Ma’, which falls in the
purwang part but the singing time of Raga
Bhairavi is considered to be the first
watch of the day. There are many ragas
like Bhairavi in Indian classical music
which have caused differences. Scholars
have used Purvang and Utrang to
eliminate such exceptions

By combining Pa in Purvang part,
and Ma in Uttarang part they divided into
‘Sa Re Ga Ma Pa’ in purvang and’ Ma
Pa Dha Ni Sa’in uttrang.

According to the above rule,which
raga’s vadi swara is ‘Ma’ can be both
poorvangvadi and utrangvadi, but it is
important to note here that which part of
the raga is more dominant. If the poorav

part of the raga is strong then the
‘poorvangwadi’ and if the uttar part is
more predominant then the raga will be
called‘Uttaranwadi’. It is clear that the
time of the Raga can be fixed only by
‘vadi swara’.The raga that is sung and
played during the day and night meeting
is called ‘sandhiPrakash’ragas. Ragas
with Komal ‘Re’ and komal ‘Dha’ swara
are also called ‘Sandhi Prakash’ Ragas.
Their singing time is from 4 am to 7 am
and from 4 pm to 7 pm. The morning
ragas are called ‘Pratkalin’ and the
evening ragas are called ‘sayeinkalin’
ragas. After the singing of Sandhi Prakash
Raags, shudh ‘Re’ swara ragas are sung.
Singing hours are 7 am to 10 pm and 7
pm to 10 pm is assumed. Some musicians
sing ragas in this category from 7 to 12
p.m. ‘Ma’ swara plays an important role
in ragas of shudh ‘Re’ and ‘Dha’. Shudh
madhyam is predominant in morning and
the teevar madhyam is in the evening
ragas. In these ragas, along with shudh
‘Re’ and ‘Dha’, the ‘Ga’ must also be
shudh . Gondsarang, Bilawal etc come
under the morning ragas and evening
ragas come under the ragas of shudh
Kalyan, Kalyan etc. In the ragas of this
category, the ragas of Bilawal, Khamaj
and Kalyan thaat come.

‘Ga’ and ‘Ni’ komal class ragas time
is considered from 10 a.m. to 4 p.m. and
from 10 pm to 4 am. These include the
ragas are placed in Kafi, Asavari, Bhairavi
and Todi places. There are exceptions to
this category, such as Ga Komal and Ni
Shudh are used in raga ‘patdeep.
Therefore, according to scholars, it is
important komal Ga swara to be gentle.

In determining the time of ragas in
Hindustani classical music system, the



‘madhyam swara’ is considered the most
important swara. The madhyam swara
plays an important role in determining
the time of ragas that’s why it is called a
‘Adhawdarsak Swara’. From the
adhawdarsak swara means from the guide.
In Indian style ragas, the time of the ragas
is fixed keeping in view the madhyam
swara. Shudh madhyam in the morning
ragas and Teewar madhyam in the
evening ragas the predominance remains.
For instance - Bhairav, Kalingara ragas
of classical music, in which the
predominance of the shudh madhyam
remains. Eternal melodies such as both
the madhyams are used in Ramkali, Lalit
etc. But the teewar madhyam only shudh
madhyam prevails over. Similarly,
‘Re’and ‘Dha’ have shudh swaras.

Even in the ragas the shudh madhyam
prevails. After the ‘Re’ and ‘Dha’ swara
ragas, time comes for ragas with komal
swaras such as ‘Ga’ Ni’. ‘Ga and Ni’
swara ragas are dominated by both shudh
and teewar madhyam such as shudh
madhyam prevails in bhairavi, desi and
asavari and teewar madhyam prevails in
raga ‘Todi’.In the evening Sandhi Prakash
Ragas, teewar madhyam prevails like raga
marwa, Shri,Puriya Dhanasari etc.
Shamkalin Raga also remains prevails in
‘Re and Dha’ shudh swara. Even the
teewar madhyam prevails like raga
kalyan, kedar, hamir etc. In the evening,
the shudh madhyam is again predominant
in the melodies of ‘Ga and Ni’ komal
swara such as Raga Kafi, Malkons and
Bageshwari etc.

Both the madhyam ragas mean the
ragas in which the madhyam swara is
found in its shudh and teewar state. In
Indian music, there are many ragas in

which two madhyams are used together
for example - Lalit, Basant, Kedar,
Bhatiar, Kamod, Bihag, Shuddh Sarang,
Maru Bihag etc. There are many ragas in
which both madhyam are used. Such as
ascending and descending are less
common in which the use of syllables is
done together. They are shown together
in a special place like Lalit –‘Ni Re Ga
Ma Ma_ Ma Ga’, It is clear from this
that as long as the two madhyams are not
combined in it, the Raga will not be clear.
The ragas in which the shudh madhyam
are preponderance, they are sung mostly
in the morning and there is excitement in
them. Teewar madhyam ragas are sung
in the evening time.

This practice of setting the time of
ragas is unique in Hindustani classical
music only. In South India, any raga can
be sung at any time. When the artist
performs ‘sadhana’ or music students get
a special raga practice according to the
schedule of their curriculum, Are ragas
practiced according to the time? A family
students learn one raga in a month, then
Do they practice the raga according to
the specific time? In the same way, the
rule of singing ragas according to the time
is completely can not be followed. Music
is transformative art. According to the
change of time in modern times, the form
of the ragas has also changed. It is
necessary to change the time of the ragas
as well as the form of the ragas. It was
also natural to change the time of the
ragas which changed the tone, but it did
not happen. The time of ragas has
remained the same from ancient times till
today.

Artists perform ragas on radio, TV
and other devices. The ragas are not



performed by them on time. The
inexhaustible melody played and played
was broadcast on time because it was
considered impossible to broadcast the
ragas according to specific times. There
is no scientific basis for a time as there
are many ragas in which the singing time
was changed after some time. A study
reveals that even in medieval texts written
at different times, the timing of the ragas
does not match. There are many such
ragas whose presentations are made at
the beginning or end of a music
convention. For example - Raga
‘Bhairavi’.

According to the above rules, it is
clear that music is an aesthetic art, that
depends on the impulse, interest and the
individual’s psychological state. The law
of time is an idea that has been accepted
only for subject of the ancient world.
Today’s musicians also follow this rule
and perform ragas. The raga sung over
time seems more beautiful. Melody time
theory is a personal feature of Indian
classical music. This is the part of our

ancient melody hypothesis. Scholars and
musicians has accepted time theory based
on their experience. The movement of the
swara is always kept in mind in the time
theory of raga. The law of time theory
guides us - in which ‘Pahar’ raga should
be performed? The time principle of ragas
whether it is a habit or psychology, but
the ragas are indeed timed is more
effective, beautiful symbol when sung
accordingly. Time theory has a profound
effect on the brain which cannot be easily
changed by logic Judging by these
arguments, all the antiquities of the first
time, the analysis of beliefs seems logical.
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Abstract

Music is an Universal art. Indian music has evolved over time into various branches
such as classical and folklore. Indian classical music is an ancient tradition. Gurmat
Sangeet (Music) is considered as one of its branches. Around the 12th Century,
Nayanars and Alvars who were the followers of Shaiv Mat and Vaishnav Mat
originated an exhaustive independent form of music known as the Kirtan tradition.The
First spiritual leader of Sikhism Shri Guru Nanak Dev while propagating Sikhism
used a new form of Kirtan known as “Shabad Kirtan” and established Gurmat
Sangeet as form of music. It is evident from the fact that many different forms of
Gurmat Sangeet such as Baramah, Ghodiyan, Alahuniyan, Mundabani, Ashtpadi,
Do Padey, etc are inspired by Hindustani classical music. Despite the similarities
with Hindustani classical music. They are not identical and have prominent differences,
Gurmat Sangeet has its uniqueness as a musical form. The central purpose of this
research paper is to analyze above mentioned similarities and differences between
Hindustani classical music and Gurmat Sangeet and discussing the nuances of Gurmat
Sangeet as an independent form of music.

Key Words
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Introduction

The appropriate meaning of the word
“Sangeet” (Music) is the Geet which is
sung properly. Sangeet is made of two
words Sam and Geet. Indian music has a

rich history, it has been under
modifications since the Vedic period.
Today’s Hindustani Classical Music is a
result of all those modifications that
happened over time. In ancient times,



Geeti Gayan was prevalent, it was
followed by Prabandh gayan, then the
practice of Dhrupad became prominent
and in the current period, the form Khyal
is extremely prevalent and has occupied
bulk of the practice of Hindustani
Classical music. But few aspects of
Dhrupad and other forms of classical
music such as Holi, Dhamar, etc. are in
practice.

Since ancient times, two forms of
music are prevalent. The first is Deshi
sangeet and the second is Margi sangeet.
The main objective of Deshi sangeet is
to sooth the heart and soul of listeners.
Any form of music and dance which can
serve this purpose comes under this
category. Margi sangeet is a form that
motivates one to follow the sacred path
of religion and Moksha. According to a
well-known scholar, Pt. Vishnu Narayan
Bhatkhande Margi, sangeet is a form of
music that was created by Gods like
Brahma, practiced by sages like Bharata
Muni in front of the God Shiva. Another
scholar Padbandhopadhyaya argues that
Margi sangeet was nothing but Sam gaan
and Bhakti gaan of the Vedic period. On
the contrary, the Deshi sangeet which is
the music from different places of India
later become prominent as Hindustani and
South-Indian music. In this context, It is
correct to argue that Margi sangeet is
related to Gods and diety of Hinduism,
while Deshi sangeet is limited to Indian
classical music only.

Deshi sangeet was brought into
existence by common people with a
motive to satisfy their musical needs.
Probably that is why its always dynamic.
Deshi sangeet is in relation to lok gaan.
Margi sangeet existed in Vedic times in

the form of Sam gaan and Bhakti sangeet,
that is why it is considered as a category
of Gandharva gaan. It can be rightfully
proposed that over time Margi sangeet
modified in the form of Kirtan tradition
which is a collaboration of music and
religion. In the 12th century, two groups
of devotees from southern India known
as Nayanars and Aalwaras who were the
followers of Shaiv Mat and Vaishnav Mat
strongly contributed to the promotion of
Kirtan tradition as an independent form.
The founder of the Vaishnav lineage was
Nimbarak Acharya. He emphasized over
worshiping of Radha, and influenced bit
other groups such as Varkari, Vallabh,
Haveli came into existence. Gurmat
sangeet’s existence can be understood as
the continuation of these traditions.

Hindustani classical music and
Gurmat has a plethora of similarities as
well as dissimilarities. Sikh religion has
adopted and magnificently applied the
pre-existing tradition of Naad sangeet and
Kirtan as its component. In their adoption,
they made some modifications in it. Great
Gurus of Sikh religion combined the
sacred words of Sikh religion with Kirtan
and made a separate form of Kirtan
known as “Shabad Kirtan.” In Gurmat
sangeet, Shabad expresses the teachings
and messages of great Gurus of Sikh
religion with the help of raag sangeet
presented through Kirtan. Therefore, it
can be said that Gurmat sangeet follows
the philosophy of Margi Sangeet.

The wording used in the Gurmat
sangeet is an exact expression of
spirituality. In Gurbani, the Shabad
(lyrics) are considered more important
than the technical nuances of classical
music such as swar, taal, Gamak, Meend,



etc. On the contrary Hindustani classical
music poetry is never considered as the
central part of the practice instead these
nuances and technicalities are given more
importance. Hindustani classical has a
general practice where raga is seen as of
the supreme importance and all the
aspects of the practice such as Alap, Taan,
Khatka, Murki, etc are done accordingly.
To serve this purpose, Hindustani music
does not use specific words for Alap and
often Alaps are done in form of “Nome
tome” or Akar, which does not have any
literal meaning. But it is also argued by
scholars that these methods of Alap are
modified or deteriorated version of “tu
hari anant”.

The tradition Gurbani is more specific
about the selection of words for alap. It
generally uses phrases such as

 “Dhann Surag surgande alapat sab
tikh jaye”

(S.G.G.S.958)
or
“Omkar ake dhun alapey”

(S.G.G.S.885)

 whose evidences are found in the
sacred text of Sikhism known as Shri
Guru Granth Sahib. Gurabani sangeet has
tradition of reciting the poetry in alaps
which depicts positivity.

In Indian classical music, every
concert is generally begun by Saraswati
Vandana. It is either sung by a group of
singers or solo. The rationality behind this
practice that Saraswati is considered as a
Goddess of knowledge and music.
Gurmat sangeet has a similar practice that
has gone through some modifications over
time. Till the period of the first four Gurus
of Sikhism, the enchantment of “Ek

Omkar” was prevalent but during era of
the 5th guru, Guru Arjun Dev few
changes were made. During that time the
tradition of dandaut was introduced.

In place of Vandana, following
couplet were introduced.

Dandaut bandan anik bar sarb kala
samrath
 Dolan te rakho prabhu nanak dey
kar hath (S.G.G.S.226)

Gurbani music has a tradition of
“Shabad Kirtan” which is sung through
“Shabad chounkiyan.” There are four
different chounkiyans in Gurbani music.
Chaunki of Asavari, Chanuki of Bilawal,
Saudar and the Chaunki of Kirtan Sohela.
Gurbani music has a special significance
for raga Asa. This raga is usually sung in
the morning as well as evening. This
unique kind of singing is not found
anywhere related to Indian religious
music. In Hindustani music, all ragas are
considered equally important but in light
classical music ragas such as Bhairvai,
Pilu, Khamaj, etc are used more
frequently.

The core philosophy of the sacred
text of Sikhism is Guru Granth Sahib. It
contains texts which are only linked to
religion and worshiping the God. Each
and every word has its meaning and is
significant. Gurmat sangeet follows this
philosophy. On the contrary, Hindustani
classical music has forms such as
“Tarana” which uses words without any
literal meaning.

In musical forms such as these artistic
capabilities takes the central position and
technical nuances such as Bol Baat, Taan,
are applied more to make it explicit.

In Guru Granth Sahib, 22 Vaars are



found and nine of them have Dhuni
Sirlekh (composition) noted over them.
For instance, the first Vaar of Asa has
Dhuni of “Tunde Aas Raje” mentioned
upon it. On the other, if we analyse Indian
classical music in its primordial stage, it
used to follow the principle of Ragas and
Raginis. We can comprehensively
conclude that Bhairav was considered as
their most important Raga. In Gurbani
sangeet Raga “Shri” is considered as the
first and the most important raga of their
system. With that being said, Gurbani
sangeet follows the same course of ragas
as followed by Hindustani music
beginning from Raga Kafi to modern
Raga Bilawal.

Hindustani music is a raga-centric
music. Some of its ragas are adopted from
south- indian music. For instance, Raga
Shivranjani, Raga Kirvani, Raga
Madhuvanti, etc.

In Gurbani music, when a South-
Indian raga is used, the word “Dakshin”
(Southern) is adopted before it to specify
that. In Gurbani music following ragas
are used. They are Gaudi Dakshini,
Vadhans, Bilawal Dakshaini, Ramkali
Dakshini, Maru Dakshini, and Prabhati
Dakshini. Guru Nanak Dev made an
effective and successful attempt of making
Hindustani classical music closest to
South-Indian Classical music.

Gurmat sangeet with its adoption and
amalgamation with Hindustani music has
created many different forms of music,
most of them are in practice. A prime
example of it is Padtaal. In Padtaal gayaki,
different paragraphs of the composition
are sung or played in different talas except
for the first paragraph which is always

performed in the same tala. Hindustani
music does not have any form such as
Padtaal. Padtaal gayaki was invented by
Shri Guru Ram Das Singh which is
prominent in current form of Gurmat
sangeet. Guru Ram Das Singh created
total 19 padtaals.

Conclusion

In the end, we can conclude that the
Gurbani sangeet has made a significant
contribution to Indian music. They first
followed the Margi sangeet of Hindustani
music and then developed as an
independent form of music. Gurbani
music has contributed quite effectively in
lessening the gap between Hindustani
classical music and south-Indian classical
music by adopting a few of the ragas of
South-Indian music in their practice. Even
after all of these vibrant practices, rich
culture, and the valuable contributions
made by Gurbani sangeet, it still has not
been able to gain recognition from the
international stage as an independent form
of music.
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Abstract

The human brain, often known as psychology, possesses cosmic abilities. It also has
its own method of operation. When someone suppresses their wants, it has an impact
on human psychology and persists in the person’s unconscious mind. So it is obvious
that our sical hegemony, personal ideology, upbringing, and company, directly or
indirectly, make up our personality. In this research paper, we tend to discuss some
short stories by Munshi Premchand and analyse the contemporary social, political,
and personal reasons that made his characters more compassionate and,
comparatively, more sentimental. His stories, “The Salt Inspector”(1925), “Violence
is the Absolute Religion”(1926), “A Wintry Night”(1930), “Eidgah”(1933), and
“Shroud”(1936), are all greatly connected with the human emotional development
and also bring the harsh realities of India under British rule. His characters are
suffering from poverty, harassment, mental torture, and personal dissatisfaction.
Though the poor and suppressed are sensitive in nature, there is a lack of emotions
in upper class Indian folks. And among all these ups and down, we also witness the
picture of nationalism, morality, dedication, love, and affection in his stories. This
paper also puts Munshi Premchand’s stories under the analytical classification of
Sigmund Freud’s human psyche: id, ego, and superego.
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When we talk about sensitivity or
emotions, we’re not just talking about the
emotional parts of our lives; we’re also
talking about the mental ones. As we all
know, the human brain controls all aspects
of his or her life, so to comprehend human
emotional development, we must first

comprehend his or her psychological
development. Through psychoanalytic
analysis, readers may learn about the
writer ’s personality as well as the
characters he portrays in his works of art.
As M.H.Abrams recites about
psychological criticism; “Psychological



criticism deals with a work of literature
primarily as an expression, in an indirect
and fictional form, of the state of mind
and the structure of personality of the
individual author.”

Munshi Premchand is an
accomplished Indian author. His idealistic
realism is well-known. He is a realist, as
we all know, and his writings depict the
true problems of British India. When we
read his short stories from a
psychoanalytic perspective, we get a clear
sense of British oppression and
exploitation. His characters face
challenges that are not merely societal
and economic, but also psychological and
personal. Their lives are filled with
difficulties, and these folks find no refuge
in their families. All these suppressions
cause suffering in the life of character as
Nayar says;

“Repression is the hiding away of
something in our minds; what is hidden
away exists in our unconscious. Guilt-
inducing desire and traumatic events such
as the death of a loved one or abuse are
quickly shunted out of the conscious and
relegated into the unconscious, to emerge
only in particular moments ( usually of
dreams or stress). The unconscious is the
greatest threat to our identity as rational
humans.”

Sigmund Freud is the most well-
known thinker on the subject of
psychoanalysis because he was the first
to discuss the lairs of the human brain,
which established psychology as a whole.
In this study, we’ll look at how Sigmund
Freud’s idea of the human psyche’s lairs
(id, ego, and superego) applies to
Premchand’s characters.

Premchand describes two key

characters in his narrative, “The Salt
Inspector.” Munshi Vanshidhar is the first
who is honest and brave, and Pandit
Alopideen is the second, who is devious
and corrupted. It now piques our interest
to learn more about Premchand’s
philosophy for producing such
personalities. Vanshidhar is not wealthy
and is burdened by his father’s many
responsibilities and expectations, yet he
refuses to follow his father’s advice and
follow the path of corruption. On the other
hand, we learn that the personality of
Alopideen, the landlord, is that of a
wealthy man, but he has a need for more
money, so he engages in salt smuggling.
Conflicts between the high and middle
classes, honesty and corruption, and
human greed and self-satisfaction are all
depicted in the novel. And when we look
through the prism of psychoanalysis, we
can see the true mentality of India’s
modern society. Through his two
masculine characters, Premchand unlocks
the lair of a government officer’s mind
as well as a businessman’s head. Pandit
Alopideen is frightened of being
imprisoned, and his ego is attempting to
persuade Vanshidhar to balance his honest
judgement, but Vanshidhar’s superego
opposes taking a bribe and opts for
honesty. Vanshidhar is a man of hard
work, while Pandit Alopideen is solely a
man of luxury. And Munshi Vanshidhar’s
father also uses his ego to balance his
inner will or outer needs and suggests his
son take bribes to fulfil his family’s needs.
As he said,”... you know the sad plight
of our house. We are under heavy debt.
There are young girls in the house who
will soon reach marriageable age... now
it is time for you to take up the



responsibilities on your own shoulders,
as you are the owner of the house. “

“Shroud” is another story of different
types that suggests levels through which
we can assimilate that suppression
compels men to be immoral in their
unfulfilled desires. In the story,
Premchand draws the characters of
Gheesu, Madhav, and Budhiya. In this
story, Premchand reveals the psychology
of the suppressed class and how this
suppression gives rise to insensitivity.
Budhiya is suffering from labour pains,
but she does not earn any sympathy, not
even from her husband, and she dies.
After her death, Gheesu and Madhav fulfil
their suppressed desire to eat the money
they got in sympathy from the landlord.
Their id makes them selfish, though after
fulfilling their hunger, they pray to God
to bless Budhiya with Heaven. At the very
least, they thanked Budhiya for feeding
them even after she died.

“Eidgah,” one of Premchand’s most
beautiful stories, expresses the innocent
ideology of a child named Hamid. He is
a more emotionally developed child than
his other friends. On the day of Eid, he
does not buy toys for himself but a pair
of tongs for his grandmother, because
without them, her fingers get burnt while
making food. Through Hamid’s character,
we can understand how our real-life
experiences and circumstances prepare us
for identity. This suppression will confirm
a further psychological imbalance among
adults. On the other hand, we encounter
the psychology of an old woman,
Ameena, Hamid’s grandmother. She has
a deep agony that she is not preparing
good food for her grandson. It is so
pathetic to feel contemporary society’s

problems; everyone is suppressed
physically as well as mentally.

Premchand’s other very realistic story
is “A Wintry Night,” in which we confront
the character of a farmer, Halku, and his
wife, Munni. They are also suffering from
deprivation, and Halku does not have a
single quilt to protect himself from a
wintry night of poos (the tenth month of
the Hindu calendar), and his poverty and
debt do not allow him to buy woollen
clothing to rescue himself from winters.
Premchand is trying to portray Halku’s
ego, which is trying to make a balance
between his id and superego. His id is a
suppressed desire to spend the night at
home, but his land and crops are the main
reasons behind his staying on the land at
night. His superego does not give him
permission to sell his land and become a
labourer. So he selects a mid-path and
does not stop neelgais from destroying
his land. In this way, he had to sell his
land to pay debts, and finally, he seems
happy to become a labourer because now
he is free from his duty toward his land.

The last selected story is “Violence
is the Absolute Religion,” in which the
central character is Jaamid, who is a
nobleman and has high moral values.
Here, in the character of Jaamid, one can
detect that his superego does not permit
him to stay away from doing good with
others. From the very beginning to the
very end, we find him moral as well as
ethical. Further into the story, we meet
the character of Kaazi Sahib, whose id
reveals his ill-desired for women. He
threatens a Hindu woman to change her
religion, and in his way of threatening,
he holds her hands and tells her to marry
Jaamid. Furthermore, he says to her that



if she denies changing her religion, he
will forcefully carry out his motto. It is
so obvious to understand that not only do
personal hidden desires affect one’s
psychological structure, but also social
norms affect it severely. M.A.R. Habib
also marks the thought of Freud on the
religion as:

“Around 1907 Freud’s interests in the
implications of psychoanalysis began to
extend over the entire domain of culture.
He sought to apply psychoanalytic
principles to the study of art, religion,
and primitive cultures. In his studies of
religion, Freud viewed obsessional
neurosis as a distorted private religion and
religion itself as a universal obsessional
neurosis.”

 Thus, to conclude, it can be said that
Munshi Premchand had a holistic
approach to mentioning all the
contemporary social issues and how these
issues affected people’s day-to-day lives.
On the one hand, his treatment is realistic,
and on the other hand, it is idealistic. He
paints a realistic picture of human
suffering, but his solution never loosens
morality. While reading his stories, we
get to know that the poor are suppressed

by British rule and the local indignities
of landlords. Women’s characters are
suffering more than men because they are
also suppressed by their men. So, all the
evils of current society are discussed by
Munshi Premchand in his works, and he
is so open to portraying the human
psychology of that time. He is so open to
discussing the irony of women’s lives and
the psychological dilemmas of the poor
class.
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Abstract

The outbreak of Covid-19 has strongly affected every aspect of modern society
including music. Lockdown implemented by almost every country including India as
a preventive measure has created financial distress among musicians and motivated
other technological alternatives as a replacement of traditional methods of Indian
classical music. These alternatives have many benefits but also have severe
disadvantages. This paper is about the critical assessment of the current situation
with the help of an empirical study.
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In December 2019, a new form of a pre-
existing virus was found in the bush
market of Wuhan, China (World Health
Organisation, 2020). The virus was later
named as Covid-19. Due to the easily
communicable nature of the virus through
human contact, almost every nation
implemented a lockdown (the degree of
it varied among nations) as a major act
for prevention, in their territory where
residents must stay inside their houses,

avoid human contact, and maintain social
distancing. In India, the lockdown was
introduced on 24th March 2020 (The
Economic Times, 2021). This measure
modified many aspects of the human life,
including Music.

Modifications in Music and Affects

Modifications in Performance

The implemented lockdown has
transformed music in many possible ways.



The traditional course of performance
where the audience used to gather at the
venue and experience the live
performance has taken a different form.
The performers are using different
technological and social platforms such
as Facebook, Instagram, YouTube, Zoom,
Skype, etc. They were originally invented
for connecting people across the globe
but during the current period, they are of
great assistance in teaching and
performance of music. Facebook, an
American social media and technology
company has a feature known as the
Facebook-live in which the performer can
broadcast its performance live and the
audience can be part of that in real-time,
without accumulation of them at a
common venue. Instagram has a similar
feature to this. This the closest replication
of the traditional way of performance can
be achieved during current period. These
methods of performance and teaching of
music are not completely novel, they were
in prevalence earlier; many foreign
students used to attend their music classes
through these mediums from their Indian
gurus, but in this precarious period they
have become greatly prominent.

These are very easy and cost-effective
methods of performance; they bypass all
costs involved in the traditional method
of performance ranging from booking a
venue to the promotion of the event. It
can be argued that due to this prime
reason many new performers in the
current period are getting the chances of
performing and reaching to the audience.
In addition, social media is not constricted
to any national boundary hence
performances on social media have a wide
reach across the globe and can include

audience from every whereabouts of it.
Despite all of its qualities, it has few

significant drawbacks ranging from
authenticity and quality of performance
to the issues of network connectivity. First
and foremost, all of these applications are
not specifically designed for assisting
music performances and teaching. In live
vocal performances, a little time gap and
little lag of sound clarity of both the singer
and accompanying instruments
specifically in the case of Tanpura is
sometimes experienced. In the case of
instrumental performances, and recorded
rather than live performances, the
experiences found to be better. With
addition to it, all activities over social
media are subject to network connectivity,
therefore any abruption in the network
on the performer or audience’s part can
lead to disrupt either the performance or
audience’s experience of it. If any
interested individual does not have access
to a healthy internet connection, then it
will jeopardise the individual’s ability to
participate in any of them and
compromise its whole experience
whenever it becomes part of one. In a
country where only 50% of the population
has access to internet, this problem can
be of quite significance (Statista, 2021).
Another issue is about the accompaniment
of manual instruments. Due to
implementation of lockdown, performers
are drawn to use electronic instruments
such as electronic Tabla, electronic
Tanpura which compromises both the
authenticity and the subtle nuances of
creativity which comes with real
accompanying artists and manual
instruments.



The convenience and cost-effectivity
of performances over technology have
given access to everybody with a healthy
internet connection to take part in some
kind of musical activity such as by posting
videos over Facebook, giving online
classes over YouTube, etc. It has reduced
the significance of the prerequisite of
being significantly trained and groomed
required prior to participating in such
musical activities. Students who are on
very early stages of their musical career
are regularly present on these social
platforms with their ambitious attitudes
but mediocre musical product. Traditional
gurus and experts of Indian music have a
particular disagreement with it. It would
not be wrong to argue that what should
be counted as one of the major benefits
of technology perhaps due to its overuse
has cultivated a worrying negative aspect
within the community of young music
aspirants which has short-sighted their
vision and pushed them towards the realm
of publicity and marketing, which is
neither helpful for music nor for students
who are promoting it.

Another major problem is that the
lockdown has created a situation of
financial crisis across India. India’s GDP
growth dropped down to 4% in 2019-
2020 which was the slowest in 11 years,
(Business Standard, 2021) before it raised
up to 8.4% (IECONOMICS INC). This
financial distress has also affected
musicians. Many music teachers have lost
their music classes and performances
which were their primary source of
earning specifically religious and folk
singers whose entire earnings were
through performing on religious
ceremonies and commercial shows which

can’t be replicated through the use of
technological resorts.

Modifications in Teaching Methods

Similar to the performance, different
technological platforms are also proven
to be of great assistance in the teaching
of music. Applications such as Skype,
Zoom, and Google Meet where multiple
people can be connected to a single call
are assisting to provide a closest
replication of traditional Seena-ba-Seena
taleem (Individualised teaching) and
institutionalized teaching of music,
achieved by students and teachers. Many
academic institutions of music are
resorting to them and commencing online
classes for completion of their syllabuses.

Last year, a few well known artists
of Indian music gave few valuable classes
over different social media platforms. For
example, on 27th march 2020, tabla
maestro Ustad Zakir Hussain gave a live
session of tabla on Instagram, which was
available for all and was of no cost.
Legendary vocalist Pt. Jayateerth
Mevundi did a similar act on Facebook.
During this difficult period, these teaching
sessions through technology have fulfilled
the demands of many music aspirants,
which would have been difficult to be
fulfilled otherwise. But all these
alternatives are subjected to most of the
issues mentioned earlier regarding
performance, if not all. Technology is not
a perfect alternative to the traditional
method of teaching but considering the
current situations, it is the best possible
alternative.

On the academic level, the seminars
are getting replaced by webinars, which
can be understood as online seminars.



They were in practice earlier but, due to
current conditions they are more
ubiquitous. Many esteemed universities
are utilizing this technological alternative,
such as the music department of B.H.U
(Banaras Hindu University) organized a
two-day international webinar on 28th and
29th May 2020. I.K.S.V.V (Indira Kala
Sangit Vishwavidyalaya) organised a
similar event on 27th and 28th May in the
same year. Apart from webinars, many
other kinds of academic-musical events
are getting organized over these
technological platforms. For example, the
music department of the University of
Delhi organised their well celebrated
Malhar festival online, which was live
telecasted over YouTube (YouTube,
2021).

Empirical Research

Empirical research was conducted by the
author through a questionnaire in which
24 students and 3 professors of music
participated. All of the participants were
from the Faculty of Music and Fine Arts,
University of Delhi. The questionnaire
attempted to review the opinion of current
music students and professors about
aforesaid technological options and their
possible effects in the future.

The result of the questionnaire is in
the appendix, at the end of the paper.

Conclusion

The pandemic situation of Covid-19 has
modified and affected many aspects of
music. The traditional method of
performance, teaching, learning and
academic work has resorted to different
technological alternatives. As mentioned
earlier, they all are subjected to different

kinds of issues, but given the current
situations and considering the fact these
are the only options available, they must
be accepted, utilized and appreciated.
Recognizing the communication
revolution, the pandemic has motivated
and also the demand by the professional
musicians, music students and institutions,
it would not be wrong to expect that in
the future new applications or a new
feature would be added which would be
specifically designed for music, which
should improve the musical experience
of both teaching and performance over
the internet. The financial crisis of
musicians should be supervised and
managed by concerned authorities such
as the Ministry of Culture etc.

The empirical research was done on
a very small scale. But the obtained data
suggest some revelations. The data
suggest that still, the majority of
musicians do not prefer technological
platforms over traditional methods, the
majority of them prefer them only less
than thrice a week. The data argue that
presently available technology is quite
incompetent to take over our traditional
methods of music, the majority of them
rated it at 5 and 6 out 10. The majority
of the participants, believing that current
technological resorts should only be
considered as alternatives to our
traditional methods rather than
replacements, supports the earlier point.
Beside it, 50% of participants believe that
at any point in the future technology
might be able to overpower our traditional
methods. Data suggest that musicians
believe that their righteousness will
depend on the capability of technology
which will replace them. But the most



important finding of the data suggests that
majority of the musicians would like to
return to traditional methods when the
situation returns to normalcy. The size of
this empirical research is very microscopic
considering the large population of Indian
musicians and experts. Similar research
done on large scale might bring different
results.

Covid-19 is a perturbing situation and
should not be taken incautiously. These
different dimensions of music
performance and teaching motivated by
the circumstances created by it must be
appreciated, but by no means should be
seen as a comprehensive replacement of
the traditional methods and everything
must return to normal as the earliest. But
it will not be wrong to argue that the
realm of music will not  ever be the same,
I argue it will have much clearer
interference of technology in it, which
should be dealt with caution.
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Abstract

Since the origin of mankind, music has always played a significant role in our
society. The effect of music on human body is not a new concept to be discussed and
practised. Stress is an inevitable part of our everyday life. It is a well-known risk
factor for the onset of various physical and psychological disorders like cardiovascular
diseases, cancers, anxiety disorders and depression. The causes of stress may differ
from individual to individual but the end result is an adverse effect on both
physiological as well as psychological well-being of the person. To cope up with the
demands of today’s society, millions of people over the world use tranquillizing
medications which may have a lot of negative side effects, including substance
dependence and abuse. Music helps to treat stress in a variety of ways, it can
improve mood, vitality, self-esteem and personality.

This article has taken references from books, research papers and seminar
proceedings related to this subject. It has highlighted some past instances where
music has served as an effective healing tool. Through this paper, an attempt is done
to find out the appropriate usage of music for a better living condition without a
stress-free life.

KEYWORDS

Music Therapy, Stress, Raga, Vedas, Human Body

Music is the most beautiful language
invented in the course of history. Music
has been the companion of human beings
since the beginning of the society. Music
therapy is the use of sounds and music
within an evolving relationship between
client and therapist to support and
encourage physical, mental, social and
emotional well-being. [1]

Decades back, during the war days,
the Americans accidentally happened to
know of the power of music when some
local bands came to play casually in their
hospitals where war savaged veterans
were convalescing. It was recognised that
music does have a role in healing the
wounds of the mind and worked as a



soothing sedative too. The earliest known
reference to music therapy appeared in
1789 in an unsigned article in Columbian
Magazine titled “Music Physically
Considered.” According to American
Music Therapy Association, “Music
therapy is the clinical and evidence-based
use of music interventions to accomplish
individualized goals within a therapeutic
relationship by a credentialed professional
who has completed an approved music
therapy program” [2].

However, coming to the musical
culture in India, the healing secrets of
sound and music were long recognised
ever since yoga came to exists. Nada Yoga
which celebrates the science of using
sounds and yogic asanas has enormous
healing power. The concept of Indian
classical music employed as an instrument
of music therapy has emerged from the
correct intonation and right use of its basic
elements such as nada, shruti, swara, raga,
tala, laya, time theory and rasa theory. It
is unique in its practice as it draws notes
from deep within and uses it to pulsate
and vibrate a targeted chakra.

TENSION AND ANXIETY- MAIN
MALADIES OF OUR MODERN
LIFE

“Stress is a feeling of emotional and
physical tension. It can come from any
event or thought that makes you feel
frustrated, angry or nervous. Stress is your
body’s reaction to a challenge or demand”
[3]

The effects of stress and anxiety on
human behaviour have been widely
recognised. Technological advancements,
unhealthy lifestyles and changing social
structures of families have made us all

prone to stress related diseases than ever
before. Living in depression, taking anti-
anxiety pills, topsy turvy daily routine is
nothing but a common fashion among
youngsters now. Experts estimate that
between 50% and 80% of all medically
related disorders are directly attributable
to stress related etologies. Hanser’s
literature review (1985) found that
psychosocial stressors are considered to
be the major catalysts in the development
of progression of hypertension and
associated illness, gastrointestinal
problems, skin disorders, headaches,
insomnia, coronary, artery disease, and
other potentially life-threatening
diseases.[4]

 Anxiety is frequently connected to
sleeping problems. Excess worry and fear
make it harder to fall asleep and stay
asleep through the night. Sleep
deprivation can worsen anxiety, spurring
a negative cycle involving insomnia and
anxiety disorders. [5]

EFFECT OF MUSIC THERAPY ON
STRESS RESPONSE

Music is regarded as an effective tool in
stress reduction. Studies have shown that
when people are deeply involved in
activities which amuse them,
physiological factors such as the heart
rate, blood pressure and respiratory rate
are lowered, thereby lowering the stress
levels.

The qualities of different musical
frequencies which manipulate the brain
wave to its desirable proportion are
responsible for maintaining the neutron
level of a human body. This in turn
controls the hormonal activities which
may be the fundamental reason for every



mental and physical problem.
Major elements that go into music

are pitch, timbre, key, harmony, loudness,
rhythm, meter, and tempo. Neuroscientists
deconstruct sound into its components to
study selectively which brain regions are
involved in processing each of them, and
musicologists discuss their individual
contributions to the overall aesthetic
experience of listening. [6]

A study made the newspapers and
morning talk shows several years ago,
claiming that listening to Mozart for ten
minutes made you smarter. (The Mozart
effect). Specifically, music listening, it
was claimed can improve your
performance on spatial reasoning tasks
given immediately after the listening
session. U.S. Congressmen were passing
resolutions, the governor of Georgia,
appropriated funds to buy a Mozart CD
for every new-born Georgian baby. [7]

The Mozart effect referred to
immediate benefits, but other research has
revealed long term effects of musical
activity. Music listening enhances or
changes certain neural circuits, including
the density of dendritic connections in
the primary auditory cortex. The Harvard
neuroscientist Gottfried Schlaug has
shown that the front portion of the corpus
callosum- the mass of fibres connecting
to two cerebral hemispheres- is
significantly larger in musicians than non-
musicians, and particularly for musicians
who began their training early. This
reinforces the notion that musical
operations become bilateral with
increased training, as musicians
coordinate and recruit neural structures
in both the left and right hemispheres.
[8]

A 2019 study found that music
encourages the release of dopamine in
the synapses of the brain. Dopamine is a
neurotransmitter that plays an important
role in our cognitive, emotional and
behavioural functioning. Known as the
‘happy hormone’, it helps to create the
feeling of pleasure. While we have long
known that music improves mood, there’s
increasing evidence that it can also
contribute to mental and physical health.

Oxytocin is another hormone released
while singing which can alleviate stress
and anxiety. Studies have found that
singing exercises decreases feelings of
depression and loneliness. [9]

KNOW YOUR MUSICAL FINGER-
PRINT

The statistic provides data on favourite
music genres among consumers in the
United States as of July 2018, sorted by
age group. According to the source, 52
percent of respondents aged 16 to 19
years old stated that pop music was their
favourite music genre, compared to 19
percent of respondents aged 65 or above.
[10]

So, what type of music reduces stress
the best? A bit surprising is that Native,
American, Celtic, Indian stringed-
instruments and flutes are very effective
at relaxing the mind even when played
moderately loud. Sounds of rain, thunder,
and other nature sounds are also
considered to be relaxing.

Dr. Rajam Shanker, a renowned
Indian Classical Music Therapist from
Hyderabad advocates the use and
development of country specific practices
and protocols factoring in social, cultural,
lingual, ideological, religious and even



political contexts and sensitivities. [11]
The music therapy is entirely client

specific. The client has to first like the
music and then it will relax him/her. Vocal
Music is seen as suitable to all age groups
and for all kind of ailments. For
therapeutic effect, people show certain
preferences to certain kind of voices. A
gentle voice is usually more therapeutic.
In general, elongated notes add
therapeutic value rather than a flurry of
oscillations. [12]

Love and appreciation for any music
(but not heavy and death metal), an open
mind and a positive receptive attitude,
faith and patience are the few things that
are required in a person for music to
charm its spell on. [13]

While self-administered music
therapy is certainly inevitable for all
musical listeners, being engaged with a
therapist is being evaluated and guided
to consciously selecting your ‘musical
finger-print’. [14]

SOME QUICK RAGA THERAPY
INTERVENTIONS FOR STRESS
MANAGEMENT

Raga Chikitsa forms the backbone of
Indian Music Therapy. It’s highly spiritual
and is enriched with eternal musical
energy.

Pt. Shiv Kumar Sharma created a raga
named Antar Dhvani which is being
extensively used for meditation. This raga
is suited to times when the tired mind
seeks complete peace, when a person
wants to shut his being to all external
stresses. [15]

Pt. Hariprasad Chaurasia stressed on
listening to Indian classical ragas during
the distressing phase of lockdown. He

suggested listening to some ragas namely
Raga Bhatiyar sung at the crack of dawn
to soothe and refresh listeners; Raga Lalit,
also a morning raga brings serenity; Raga
Yaman, a night raga could work as a stress
buster with its ability to evoke devotion,
love and cheer and Raga Malkauns,
rendered late night, it aids in the process
of internalisation. [16]

 In a recent electroencephalography
(EEG) study on the impact of Indian
classical music, especially of Hindustani
ragas on individuals, Dr Shantala Hegde,
assistant professor, neuropsychology unit,
National Institute of Mental Health and
Neurosciences (NIMHANS), Bengaluru,
says that after listening to Hindustani
ragas, 20 musically untrained subjects
showed increased overall positive brain
wave frequency power, higher even than
that in highly relaxed meditative states.

Listening to certain ragas, for
example Desi-Todi, for 30 minutes every
day for 20 days, has been shown to
produce a significant decrease in systolic
and diastolic blood pressure, to reduce
stress, anxiety and depression, and to
enhance feelings of life satisfaction,
experience of hope and optimism,” says
Hegde. [17]

CONCLUSION

Music therapy is one of the most effective
alternate therapy without any side effects.
There is a need to educate people in this
aspect of utilizing music as a therapy. It
has always been a part of our society since
its origin. Unfortunately, there is less
awareness regarding its practicality and
usage. We have forgotten our rich and
radiant cultural heritage and teachings.
Educating people about this is the need



of the hour. In India, it is still in its
budding stage. There are many trusts and
organisations in India working towards
it.

Yet much work needs to be done and
a more scientific documentation is
required. There is a vast ocean of different
Ragas in Indian Classical Music which
can be exploited for the betterment of
mankind in general and to enrich the
medical science in particular.

Just like how Yoga, meditation, and
physiotherapy are being encouraged as
different forms of treatment methods,
music therapy should also be promoted
by the AYUSH (Ayurveda, Yoga,
Naturopathy, Unani, Siddha, and
Homeopathy) ministry.

Memorable and timeless, music has
been a constant source of comfort and
companionship in challenging times like
these. The show must go on.
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Abstract:

An overview of particular ragas of Borgeet have been signified through the present
paper. Although, according to the scholars and musicians, the Ragas of Borgeet have
distinct features, but the grim reality is that the musical potentialities of Borgeet may
still be said as unexplored. The researcher has been trying to find out the importance
of Borgeet ragas and also explaining that Borgeet may not be confined as only song
of devotional category in Sattras or Naamgharas (prayer halls). The main objective
of present study is to find out the significance and musical specimens of the ragas
in Borgeet. The swaras applied in the ragas of Borgeet may have been found to be
complex in patterns and universal values. The methodology in the study has been
made on analysis and critical evaluation. The swara patterns of the ragas may have
been found relatable with ‘Modes’ and different somehow from Hindustani music
ragas prevalent today.
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1. INTRODUCTION:

During 15th -16th centuries, Mahapurush
Srimanta Sankardeva (1449-1568), the
endorser of Vaishnav religion in Assam,
and his disciple Sri Sri Madhavdeva
(1489-1596), had placed the greatest
emphasis on Music in Assam with the
creation of ‘Borgeet’ as a ‘Great or Holy
Song’. With the composition of ‘Borgeet’
they had considered ‘Shravan – Kirtan’

as the best place in devotion with creating
Kirtan, Ghosha, Angkiya – Geet, Bhaona
(a form of mythological drama), Naat,
Nritya etc. which had given an artistic
flavor to the religion. The Borgeet was
the unique creation in the period of early
1500 to later 1600 A.D.

Kakoti, Dr. Banikanto quoted in his
book ‘Purani Asamiya Sahitya’ that,
“Although there is an abundance of



melodies in ancient literatures, the
Borgeets are very different in feeling and
language. The composition of Borgeets
have created a new era in the field of
literature and religion. The ideals of
folklore and spirituality attracted the
society towards Borgeet —— It is the
historical feature of Borgeet in Assamese
musical literature.”1

The Borgeet has its own
characteristics based on various Ragas and
the Bhakti Rasa which may be called as
the genre of classical music in Assam.

2. RESEARCH PROBLEM

There have been many discussions and
effort for establishing Borgeet as a
classical music at the indigenous level,
but the first thing to consider is whether
the effort in this direction is appropriate
and systematic. After analyzing the review
of related literature, the researcher has
found that, the uniqueness of Borgeet
ragas may have universal value which
may be compared to any developed music
from theoretical and practical aspects. For
systematic study, the musical
accomplishment of Borgeet ragas with its
proper evaluation may set up the
appropriate place for Borgeet in the world
of Music.

Considering the above this study is
fixed for the topic “A Study on the
Significance of Borgeet Ragas of Assam
in 15th – 16th Century A.D” to showcase
the musical specimens and characteristics
present in the ragas of Borgeet.

2.1 THE RAGAS OF BORGEET:
THE CONCEPT

The Borgeets have been practicing as a
part of religious purpose for five hundred

years since the mediaeval period. It may
not be possible to do comparative analysis
between Borgeet with pre and
contemporary musical genres of that
period currently alive in India due to
following oral tradition in Indian music.
Goswami, Dr. Pabitrapran mentioned in
his book ‘Prabandhagitar Aitijiyabahi
purba Bharatiya Sastriya Sangit Bargitar
Rag Bivaran Aru Tattvik Alochana Saha
Svaralipi’ that, “we may not have any
genre of all Indian standard today for
judging correctly the ragas of Borgeet.”2

Neog, Dr. Maheshwar wrote in his
book ‘Swararekhat Borgeet’ that, “The
structure and composition system of
Borgeet, Nibaddha – anibaddha section,
the Ragas mentioned in the starting
considered Borgeet as an advanced
music.”3

Since the time of Srimanta
Sankardeva, Borgeet has been practicing
as an integral part of Naam – Kirtan. In
fact, the program of Naam – Kirtan had
been started with a Borgeet, continued
with the four stanzas of Naam – Ghokha
of Sri Sri Madhavdeva and ended with
the Kirtan of Sankardeva. With this
tradition the ‘Prasangiya Shailee’ of
Borgeet is still being tried to hold by some
Sattras. Basically, the daily ‘Prasanga’ is
started by one person called ‘Naam –
Logua’ with the prayer “Krishna Shankara
Guru Hari” or “Govinda Hari Raam” in
most of the Sattra and Naamghars (prayer
halls) at the morning and evening time.
These prayer words are considered as the
expression of the ragas of Borgeet. Many
others use some meaningless words like
Ta, Na, Ne, Ri etc. for singing the Borgeet
ragas. During the time of performance of
a Borgeet in traditional way with the use
of Khol and taal is followed with the



addition of formal seriousness by the
devotees.

The researchers have found the
number of Borgeet ragas is 36 (including
Angkiya – Geets), which are namely
“Ahir, Asowari, Badari, Belowar,
Bhaatiyali, Bhupali, Dhanashree, Gauri,
Gandhar, Kalyan, Kamod, Kanhara, Kau,
Kau - Kalyan- Sindhura, Kedar, Karunya
– Kedar, Lalit, Mahur, Mahur –
Dhanashree, Mallar, Nat, Nat – Mallar,
Purvi, Sharang, Suhai, Sindhura, Shree,
Shree – Gauri, Shree – Gandhar, Shree –
Payaar, Shyam, Shyam – Geda, Tur, Tur
– Bhatiyali, Tur - Vasant, Vasant etc.”
Among these ragas, the Gandhar, Karunya
– Kedar, Kau – Kalyan – Sindhura,
Sharang, Shree – Gauri and Shree –
Payaar; six ragas are found in Angkiya –
Geets only. The use of raag Gandhara,
Karunya – Kedar, Sharang and Kau –
Kalyan – Sindhura is very limited as well.

3. OBJECTIVES OF THE STUDY:

The main objective of the present study
is to find out the significance or specific
characteristics of the ragas in Borgeet,
the musical specimen of swaras applied
in the ragas of Borgeet and to establish a
conceptualized overview about the related
topic.

3.1 METHODOLOGY OF THE
STUDY:

An analysis has been made on the swaras
of Borgeet ragas which were created in
Mediaeval Period. Thus, the methodology
of present study falls under the analytical
research. The variables are thoroughly
analyzed by playing the musical notes
used in those particular ragas in the
relevant instruments and made an
evaluation about the related topic. There

are only three ragas that have been taken
as sample among 36 ragas for describing
the particular characteristics of Borgeet
through the present study. The notations
of the ragas have been taken from the
research work done by Goswami, Dr.
Pabitrapan.

The study is based on various articles
published in journals, related literatures
from different books and some scientific
analysis given by scholars. The basic
conceptualization of the study is based
on the theoretical and practical
understanding of the interval positions of
musical notes used in Indian music and
the Western Music system.

3.3 SAMPLE:

Raag Asowari: Raag Asowari can be
described as the ‘Shuddha Raag’ of
Borgeet. Though in this raag, all the
natural or shuddha swaras are found, but
in some compositions, the patterns of
‘Dha Ni Dha Pa’ and ‘Re Ga Re Sa’ are
also used. Of course, these patterns are
not so important for every composition
of Raag Asowari. In this case, the impact
of Komal Ni and Komal Ga is very
limited. This raag can be widely
performed in all the saptaks (Mandra,
Madhya and Taar). Specifically, the raag
can be fully expressed in the Tripadi
Chandas. The jati of this raag is
‘Sampoorna-Sampoorna’. On the other
hand, the less application of Ma and Ni
swaras are significant. The vadi swara of
this raag is ‘Re’ and the samvadi swara is
‘Pa’. The timing of the raag to perform
is evening.

Aaroh: Sa Re Ga Pa, Dha Pa, Ma
Pa Dha Ni Sa

 Avaroh: Sa, Ni, Dha, Pa, Ma, Ga,
Pa, Re Sa

 Rag-Abhas: Sa Ga Re, Ga Pa Dha
Pa, Ga Re, Sa Re, Sa Dha Sa



Notation of The Raag:

Raag Ahir:

The Ahir is one of the sweetes, but a
complex raag of Borgeet. The swaras Re,
Ga, Dha and Ni are applied as Komal in
this raag, but in the taar saptak, Shuddha
Rishabh is also used in the avarohan part.
On the other hand, the Madhyam swara
is found as both the structure Shuddha
and tivra, which is functioned
alternatively. Thus, the use of these vikrit
swaras (distorted tones) has also increased
the complexity as well as the beauty of
the Ahir Raag. Specifically, the significant
use of both the Madhyam swaras
alternatively creates the real aesthetic of
this raag. Most of time, in the composition
of Ahir raag, the Pancham swar is
excluded, but some singers applied the
patterns like; Ga, Ma, Dha, Pa, Dha, Sa

in the aarohan and Sa, Ni, Dha, Pa, Dha,
Ni, Dha, Teevra ma in the avarohan. The
vadi swar is Komal Ga and Samvadi swar
is Komal Dha. Despite being a
Poorvangavadi raga, it is generally
extended into Madhya and Taar Saptak
mainly. If we accept the exclusion of
Pancham Swara, the jati of Ahir raag is
‘Shadav-shadav’. The time period
considered for this raag is from morning
to noon.

Aaroh: Sa, Re, Ga Ma, Dha, Ni, Sa
Avaroh: Sa, Ni, Dha, ma Ma Ga,

Ma ma Ma Ga, Re Ga, Re, Sa
Rag-Abhas: Dha ma Ma Ga, Ma ma

Ma Ga, Re Ga, Re, Sa.



In Raag Vasant, all the notes(swaras) are
applied as shuddha(natural) including
Teevra Madhyam. Some singers used
teevra madhyam only in the aarohan
excluding the use of madhyam in the
avarohan. When both the madhyam
(shuddha and teevra) are utilized in the
composition of vasant, then the shuddha
madhyam is used as Vivadi swar in the
avaroh of the raag. The main significant
of the vasant raag is the ascending use of
‘Gandhar to Pancham’ and descending
order of ‘Pancham to Rishabh’. Some
singers practice the trend of ‘Rishabh to
pancham’ also. The vadi and samvadi
swaras are chronologically ‘Pa’ and ‘Re’.
Raag Vasant can be considered as
‘Sampoorna’ jati, if the madhyam swara
is not excluded in the avarohan.
Otherwise, it can be included to
‘sampoorna-shadav’ jati. The timing is
fixed for this raag to practice or perform

from the late afternoon to evening.
Aaroh: Sa, Re, Ga, Pa, ma Pa Dha,

Ni Sa
 Avaroh: Sa, Ni, Dha, Pa, ma Pa

Dha, Pa Re, Ga, Re Sa
Rag-Abhas: Ga Pa, ma Pa Dha Ni,

Dha Pa, ma Pa Re.

Notation of The Raag:

4. Findings and Comparative Analy-
sis:

From the above study and analysis, names
of Borgeet ragas are similar with the name
of North Indian ragas, but similarity of
tone has not been found clear between
Borgeet ragas and Indian music ragas. For
a universal decision the ragas and its

Notation of The Raag:

RAAG VASANT:



characteristics of Borgeet have a scope
to be compared with some other advanced
music that is popular universally. If we
look up to the World Music, we can find
from various research that similar kind
of divine music composed by Srimanta
Sankardeva and his disciple Madhavdeva
had already become popular as different
genres in many countries. In western
countries, a prayer psalm namely
‘Gregorian Chant’ had been established
by Pope Gregory based on eight musical
modes during the 9th century. If we do
scientific research about the tonal quality
of these European psalms, we may find
the similar tonal quality in the ragas of
Borgeet. The divine power of these
psalms and Borgeet of Assam can be
compared on a Supreme level.

In 9th century the musical modes
system was existed for composing of
chants which are given below:

These modes were created by taking

the species of 5th and placed the species
of 4th above them, which were called as
authentic modes in mediaeval period. The
first and ending note of the sequence in
those modes was called as ‘ finalis’. If
we take species of 4th below the species
of 5th, we can get four plagal modes. It
means that, plagal modes started from the
P5 note (perfect 5th) of finalis note which
was also called the Dominant Note, but
from the lower octave. Here Species of
4th below means, the P4 (perfect 4th) note
form the finalis in lower octave.

Now, the distance between notes used
in musical modes with an example of
Dorian and Phrygian mode giving
reference of Indian thaat —

Here the ‘W’ defines ‘whole step’
(tone) and ‘H’ defines ‘half step’ (semi –
tone) between two notes.



With these similar notes, the above-
mentioned Ragas of Borgeet as sample
may have found in different Modes.

The Aaroh of ‘Raag – Ahir’ in
Borgeet may be found in ‘Phrygian
Mode’.

Aaroh: Sa, Re, Ga Ma, Dha, Ni, Sa

 

 Phrygian: H- W- W- W- H- W- W

(Describing as ‘C’ Phrygian Mode)

In Avaroh and Raag – abhas of ‘Raag
-Ahir ’ in Borgeet may be found in
‘Locrian Mode’, as

Avaroh: Sa, Ni, Dha, ma Ma Ga,
Ma ma Ma Ga, Re Ga, Re, Sa

(Describing as ‘C’ Locrian Mode)

Rag-Abhas: Dha ma Ma Ga, Ma ma
Ma Ga, Re Ga, Re, Sa.

 

As we can see the aaroh, avaroh and
Rag – Abhas are found in different
western modes, but not in a particular
thaat of Indian music.

Similarly, Borgeet’s ‘Raag – Asowari’
may be considered in ‘Ionian Mode’, as—

Aaroh: Sa Re Ga Pa, Dha Pa, Ma
Pa Dha Ni Sa

 

(Describing as ‘C’ Ionian Mode)

But, similar raag with same kind of
name ‘Raag – Asawari’ in Hindustani
Music based on Asawari Thaat, as

Aaroh: Sa Re Ma Pa, Dha Sa
Avaroh: Sa Ni Dha, Pa Ma Ga Re

Sa
In Avaroh and Raag – abhaas of

‘Raag – Asowari’ in Borgeet, the swaras
are used as, which may also be considered
as ‘Ionian Mode’.

Avaroh: Sa, Ni, Dha, Pa, Ma, Ga,
Pa, Re Sa

 

The names ‘Locrian and Ionian’ were
not introduced initially in eight musical
modes. In 16th century, eight modes
system of Gregorian chant had extended
to 4 more modes. These modes can be
called as Theoretical Modes. If we
consider two more finalis modes A and
C, which were called as Aeolian and
Ionian, then we can get two more plagal
modes also. They are as -

9th Mode – Aeolian(A): A B C D E
F G A

10th Mode – Hypo Aeolian: E F G A
B C D E (finalis is A)

11th Mode – Ionian(C): C D E F G
A B C



12th Mode – Hypo Ionian: G A B C
D E F G (finalis is C)

In findings and analysis, two Borgeet
ragas have been compared to Hindustani
music ragas with similar names as well
as modes to showcase about the peculiar
characteristics of notes used in those
particular Borgeet ragas. Also, these ragas
may not have based on one particular
Thaat, but in different modes. The swaras
used in Aaroh, avaroh and raag – abhas,
may have given a complex overview of
ragas in Borgeet in comparison to Indian
Ragas. The distance of swaras in Borgeet
ragas may be applied to the distance
among notes used in Modes, but not
directly to Indian similar Raag. For
example, swaras found in Raag – Asowari
in Borgeet may have found in ‘Raag -
Bilawal’ in Indian music. But Indian Raag
-Asawari is Ashray raag of ‘Asawari
thaat’, where Ga, Dha and Ni swaras are
found as Komal Swara. If we compare
Borgeet ‘Raag-Asowari’ to the formula
of Mode, then it may have found in
‘Ionian Mode’.

4. Result:

Though, some parts of the Borgeet Ragas
are seemed to be similar to the Indian
Thaats, but it is scientifically observed
that these ragas may not be fitted in the
definition of Indian ragas. Because, any
of the mentioned raga does not belong to
one specific Thaat of Indian music, but
somehow relatable with different musical
Modes. As the musical compositions of
Borgeet ragas represented the diatonic
system. These modes applied in Srimanta
Sankardeva’s creation, reflected the
symbol of secular humanism and divine
power of music in the Mediaeval period.

5. CONCLUSION:

A critical evaluation has been done on
swaras applying in the ragas of Borgeet
which may have relation with notes
present in the Modes (authentic & plagal)
in comparison with Indian Ragas. It is
not surprising to find similarities between
two concepts of music in the world. This
study has faced many limitations in
selection of sample, procedure and
methodology. Of course, this study will
give enough scope for further research
on similar field. The result found by
present study is analytical. Through this
kind of analysis, we may focus on the
development of music as well as
harmonical findings.

The recognition of Borgeet as a
classical music has been associated with
the cultural development of Assam as well
as other matters. Its historical
development and singing style of this
category of music can also identify
economic, intellectual, moral and
emotional character of the society. The
Borgeets are sophisticated musical form,
because of the combination of appropriate
lyrics for worshiping to God, proper use
of Alankaras or swara patterns and
appropriate melody. The literary beauty
of Borgeet may reveal restrained
expression of devotional spiritual feelings
which can be found in every Monotheistic
Culture of the World.
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Germinally originated perhaps by Amir

Khusrau, developed by sultan Sharqui of the

15th Century and established as a classical

style by Sadarang of the 18th century. The

kheyal later proliferated into many gharanas

of schools. The oldest, the Gwalior gharana

is distinguished, by open-the reated singing,

formal simplicity and some exposure in

concerts or through recording which are now

plentiful. But it is better not to try to fix the

features of each gharana in any rigid or

machanical manner. For each gharana has

had the viality of growth to permit individual

practitioners, generation after generation, to

find a personal utterance that rings distinctive

though within the frame of the broad stylistic

features’’1



The Story of Indian

Music  Generally speaking Gaudi

or Gaurari style of singing Dhrupad is slow

and heavy in its movement and requires a

great control of breath. In its execution is

rigid and disciplined. It is marked by correct,

info nation, purity (exquisiteness) of design,

simplicity of execution.



The greatest praise,

however, was showered upon him by his

audience,  who calls him "Dhrupad Samrat",

emperor of Dhrupad, wherever he appears,

still touring while being high in his Eighties.

Even in India, it is a singular phenomenon

that a singer can hold his audience spell

bound at this age.

×

×

×



Heritage of Music by M/S the Eagle

lithographing company Ltd. Calcutta,

September, 1981
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An Analytical Study on the Composition –
“Sangeetha Jnanamu Bhakti Vina”
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Abstract

Tyagaraja was one of the greatest composers of Carnatic Music and he is one of the
Trinities of Carnatic Music. Tyagaraja also known as Tyagayya was born in 1767
in Tanjavur district of Tamil Nadu. It is believed, he has composed about 24000
songs in his lifetime although there is no evidence supporting it. Out of thousands
of songs he has rendered only 700 songs are known to the world of Carnatic music.

Tyagaraja’s contribution to the carnatic music is meritorious. A carnatic concert
is never complete without rendering at least one Kriti composed by Tyagaraja. Most
of his compositions are in Telugu and Sanskrit. Most of Tyagaraja kritis are based
on Ramayana or in praise of Rama but ‘Sangeethajnanamu’ the Kriti which has been
taken for the analysis, is on greatness and power of music.

It is one of the finest compositions of Tyagaraja, and has been chosen for the
analysis because of its greatness in its musical value as well as the theoretical
aspects. It has incorporated a lot of brilliant musical nuances. This Kriti is considered
as one of the popular Kritis composed in the Raga Dhanyasi.

The article is the study of the following aspects:
� Analysis of the Kriti – “Sangeetha Jnanamu Bhakti Vina”
� Dhatu aspects of the Kriti
� Matu aspects of the kriti
� Tala aspects of the Kriti

Key Words

Kriti, Sangeethajnanamu, Tyagaraja, Dhanyasi, Dhathu, Matu, Tala

Introduction

Devotion conveys a person’s deep
commitment and profound attachment to

a sacred being which is expressed though
loyalty and purposeful activities. In Panini
Ashtadhyayi and in Mahabaratha the term



bhakti is used to refer to a selfless
attachment and dedication and service to
God. In Bhagavad Gita the term bhakti
was extended to include reverence, ardent
love, service and devotion to God.

Tyagaraja1 was a saint and his
compositions were based on devotion and
love towards God. He worshipped Lord
Rama and hence most of his compositions
were about Rama. He gave equal
importance to the expression of the song
and the technicalities of it. He tried to
get immersed in Lord Rama through
music. His devotional songs have helped
his followers to uplift their spiritual and
moral values. Tyagaraja introduced the
idea of ‘Nadopasana’ which means the
worship of music and also “Nadayoga”
which means the yoga of sound.

Kriti is one of the main genres of
Carnatic music. It evolved from
“Keerthana” which can be traced back to
14th -16th centuries. There were many

other musicians as well during that period
who had expressed their devotion through
music.

Tyagaraja and two of his
contemporaries (Muthuswami Dikshitar
and Syama Sastri) are credited with
perfecting Kriti form. Tyagarja is also
acclaimed with improvisation in kritis
(also known as Sangatis). Although
Sahitya content will remain the same,
Tyagraja varied the melodies in the
Pallavi, Anupallavi and in the Charana
part. Tyagarja has handled many ragas
and he was instrumental in bringing out
full features in the form of Sangatis.

For the selected composition, the
researcher wants to express the beauty of
composition because of the musical
content and thought provoking lyrical
aspects.

Since the analysis is on Sangeetha
jnanamu, it is necessary to give the lyrics.2

Raga: Dhanyasi

Tala: Adi

Pallavi Anupallavi Charanam

Sangitajnanamu bhakti Brnginatesasami raja ghataja Nyaya nyayamudelusunujagamulu

vina Matanganaradadulupasince Maya mayamanedelusunudurguna

Sanmargamugalademanasa Kayajadi shad ripulajayince

Karyamudelusunu Tyagarajunike

About the Raga

This Kriti is beautifully blended in
Dhanyasi3 raga. It is a Janya raga of
eighth Mela Hanumathodi. Dhanyasi is a
bhakti rasa raga and perfectly apt for this
Kriti. This raga creates a devotional mood
and it is an auspicious raga. It is an old
raga that came into existence even before
72 melakarta scheme. Tyagaraja has
composed eight kritis in this raga.

Dhathu Aspects

1. Structure of the Kriti

The Kriti “Sangeetha Jnanamu” is
comparatively a small kriti consists of
Pallavi, Anupallavi and Charanam. The
mudra,‘Tyagarajunike’ is given in the
Charanasahitya. Usually most of Tyagarja
Kritis has lot of Sangatis but this
particular Kriti has comparatively very
less Sangatis.



2. Swara Phrases

Pallavi : The first word of the Kriti
‘Sangeetha Jnanamu’is commenced on
Madhyastayi Panchama-

p, pmg, m,
sangee ta
Anupallavi starts with madhyastayi

Gandhara and Charana starts with
madhyastayi panchama

3. Samvadi Swaras

There are samvaditva in swara phrases.
Example: In pallavisamvaditvaswara
phrases are coming in two places. p, s,
n n ,, p, s n (cycle of fifths) Bhakti vi
na Jna na

In the last Sangati of the Pallaviin
the phrase p, m g, also comes
samvaditvaswara- (cycle of fourths) Bhak
ti.

The researcher observed that the
composer brought out the importance of
Bhakti in Sangeetha through the
progression of Sangati p, m g. A sudden
shift from Madhyastayi panchama to Tara
stayimadhyama to show the intensity of
the Bhakti.

4. Stayi (Octave) of the Kriti

In pallavi the swarasancharas are from
Madhya stayi Shadja to Tara stayi
Madhyama. In Anupallavi the swaras
travel from Madhyastayishadja to Tara
stayi Panchama and in Charanaswara
range is from Madhyastayi Shadja to Tara
stayi Panchama.

5. Swara patterns

The researcher observed swara phrases
in a particular patterns. Example: In
pallavi, there are patterns like m, pm –

s,rs, in Anupallavin, sn - p,np

Matu Aspects

The Kriti “Sangeetha Jnanamu” is a great
example of Tyagaraja’s Nadopasanaie;
worshipping through music to attain
salvation.

The Pallavi of the Kriti says that the
knowledge of music without devotion
would never lead you to the right path.

In Anupallavi, it is said that Lord
Shiva (the God of Dance), Hanuman (the
son of wind), sages like Bringi, Agasthya,
Mathanga and Narada( the inventor of
the musical instrument “Veena” and also
the father of Carnatic music) worshipped
God through music.

The Charana says that Tyagaraja
knew how to discriminate between the
right (Nyaya) the wrong (Anyaya). He
was aware of the fact that nothing in the
world (jagamulu) is real and transient
(Mayamayamane). Also he had
understood well, how to get away with
the emotions of kama (lust), krodha
(anger), lobha, Moha, Matha and
Matsarya. He was convinced that
knowledge in the form of music along
with devotion and love could help one to
attain salvation.

Dhatu- Matu aspects

Prasa

Prasa is rhyme which consists of identical
or similar sounds placed at the end of
lines or at predictable locations within
lines. This is normally 3 types namely
Adiprasa (first syllable of each line),
Dviteeyaksharaprasa (second syllable of
each line) and Antyaprasa (final syllable
of each line).

Adi Prasa
In pallavi



Sangeetha – first line
Sanmargamu – second line

Antyaprasa

In Charana
Delusunu - first line
Delusunu - second line

Swarakshara4

Swaraksha is the literary and prosodical
beauty in the Sahitya of Kritis. There are
different kinds of Swarakshara.

In this Kriti, there are Swaraksharas
in Pallavi and Charanam.

In Anupallavi
mp, p, n, s rs s n
Na te sa sa

In Charana – m,, m,, m, m,
Maya ma ya

Tala aspect

This Kriti sets in Adi Tala in one kala.In
this Kriti Pallavi, Anupallavi and Charana
set in Anagathaeduppu.

Conclusion

A true Bhakti (devotion) is unconditional
and also a noble approach to surrender to
God or attain salvation. Tyagaraja is

considered as Demigod and called Tyaga
Brahma in the world of Carnatic music.
His contribution to the music has made
evolutionary changes in many ways.
Hence Carnatic music can be divided into
two eras–Tyagaraja era and post Tyagaraja
era ie ; 1767 to 1847. He has convincingly
explained in all his Kritis that music and
bhakti are inseparable and music along
with bhakti will only lead towards the
right path. He has beautifully conveyed
his emotions and thoughts through the
medium of devotional music. He never
deviated from that. Tyagaraja kept on
proving until his death that music and
devotion go hand in hand or rather music
itself is God.
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Abstract

Raga, a pivotal concept of Indian music literally means an intricate combination of
the Swara patterns embellished by gamakas and anuswaras. Gamakas are nothing
but the ornamentations applied to the musical notes / swaras featuring in the ragas
thereby giving them their unique identity; while anuswaras are the intermediate
notes that assist in the process of this embellishment. The term rakthi means evocation
of certain rasas or moods, which could be attained in the ragas by the application
of proper gamakas. Hence rakthi ragas could be understood as the gamaka-pradhana
ragas that are mainly dependent on the raga-swaroopa and not merely on the notes
or scales. Any 2 ragas classified under the same Mela/ parent might derive the same
notes as that of the parent, but it is the proper application of gamakas that gives
them the deserved uniqueness. The same is true for the ragas that share one or more
notes in spite of being classified under different melas.

Sruti is the smallest pitch difference or interval that a human ear can detect. The
study of inherent srutis in ragas helps in decoding and understanding their identity.
Gamakas have a very dear relationship with the srutis; for, the proportion that both
really adhere to.

This paper deals with the demonstration of select rakthi ragas that share one or
more notes, while bringing out their identity by the analysis of their inherent srutis
and their values.

Keywords

sruti; gamakas; raga; rakthi; frequency

The Raga concept is very unique and
special to the Indian system of music.
Raga literally means an intricate

combination of the Swara (musical note)
patterns ornamented by the characteristic
oscillations or the gamakas. Gamakas or



the alankaras as they were previously
termed, are the precise oscillations of
various forms applied to a swara or a
group of swaras, that contribute to
determining the individuality of ragas. In
the process of analysing a raga, it’s the
inherent srutis that are actually studied.
Or in other words, the melodic
individuality of ragas is very well
demonstrated through analysis of the
characteristic srutis.

Technical terms:

To have a better understanding of the
topic, it is very essential to have a basic
understanding of the technical terms
involved.

N ada/ Musical sound

A sound is a form of energy produced by
the vibration of bodies and that which is
perceivable by the ears. The sound that is
made up of a single frequency or a
combination of few correlated ones is very
pleasing & melodious and hence is rightly
termed as a musical sound or N ada.
(Varadarangan. 2002)

Sruti

The Sanskrit term ‘sruti’ is derived from
the root ‘ sru’ employed in the sense of
‘to hear’ (Gautam, 1988). The smallest
pitch difference or interval that a trained
human ear can detect could be hence
defined as sruti. Srutis are the essential
melodic units of a raga.

Swara/ Musical note

A musical sound of a definite frequency
is Swara. The Sanskrit term ‘svara’ is
derived from the root ‘r aj r’ used in
the sense of ‘to shine’, with the prefix

‘sva’ meaning on its own. Hence ‘Swara’
could be understood as an entity that is
capable of exhibiting its identity on its
own. A group of srutis gives rise to the
swaras.

In Indian music, we find a concept
of saptha swaras or the 7 notes viz.
Shadja (S), Rishabha(R), Gandhara(G),
Madhyama(M), Panchama(P), Daivatha
(D) and Nishada(N). These 7 are further
broken down into 12 swarasthanas /
frequency variations namely Shadja(S),
Suddha Rishabha(R1), Chatushruti
Rishabha (R2), sadharana Gandhara
(G2), Antara Gandhara (G3), Suddha
Madhyama (M1), Prati Madhyama (M2),
Panchama(P), Suddha Daivatha(D1),
Chatushruti Daivatha (D2), Kaishiki
Nishada (N2) and Kakali Nishada (N3)
for practical purposes. To sum it up, sruti
is the lowest level, a swara could be
broken down to.

Gamakas

The term ‘Gamaka’ has its origin in the
Sanskrit root ’gam’ which means to move.
So, the concept of gamaka comes into
existence when the oscillation on a swara
starting from its own sruti moves, to take
the support of another sruti of a
neighboring swara thereby creating a
musical effect (Gautam, 1988). This
movement between the srutis of 2 swaras
is significant, as it correctly connotes the
term gamaka. In simpler words, Gamakas
are nothing but the ornamentations or
embellishments in the form of oscillations
applied to the swaras featured in a raga,
thereby giving the raga its unique identity.

Rakthi Raga

A specific combination of notes is termed



a raga, and the representation of notes
featuring therein, a scale. Rakthi ragas
are a sub-division of ragas.

Ragas that exhibit their identity on
the basis of some characteristic swara-
combinations and the specific gamakas,
and not merely on the scales are called
rakthi ragas. Gamakas form a vital
component in these types of ragas.

Raga analysis

Ragas could be broadly classified into
‘scale-based’ and ‘bhava-based’ ragas.
While the former category depends on
the swaras featuring in the scale of ragas
to establish their identity, the latter is
capable of declaring its identity by mere
mention of certain gamaka-rich patterns.
This second category of ragas comes
under the rakthi raga heading and is the
focus of this article. Each rakthi raga is
characterised by a particular combination
of swaras. Its scale only gives an outline/
skeleton of the broad picture. But
practically, this has its own specific
movements/ sancharas and the apt
gamakas.

The following points are to be kept
in mind while doing the raga analysis:

· A pitch/ sruti of a note is directly
proportional to the frequency in
which it vibrates; that is to say, a
swara/ note of a higher frequency
has a higher pitch, and that with a
lower frequency has a lower pitch.

· A swara with a higher/ lower sruti
than a given swara is said to be
above/ below that note respectively.
(Varadarangan, 2002)

Demonstration

The ragas ‘Saveri’ and ‘Todi’ are some

of the very ancient and popular rakthi
ragas and are considered one of the finest
in the very category. They are known for
their unique, intricate sancharas and
individuality; thanks to the inherent
gamakas .

Raga scales

Saveri:
S R1 M1 P D1 S - S N3 D1 P M1 G3 R1 S

Todi:
S R1 G2 M1 P D1 N2 S - S N2 D1 P M1 G2 R1 S

(Satyanarayana, 2017)

Sruti Analysis

Apart from being the top class of rakthi
ragas to choose from, another reason for
considering these ragas for demonstration
is that they have 5 of the 7 notes in
common. From the scales given above, it
is evident that they both share the variable
notes (vikrti swaras) R1, M1, and D1
apart from the constants S and P. But the
similarity ends there. If one listens to the
aural representation of these ragas, it is
very well evident that the above-said notes
sound in a very unique manner in the
respective ragas, in spite of being the
same. And interestingly this uniqueness
itself gives the much-required
individuality to these ragas.

There is a saying, “Picture is worth a
thousand words “. In order to prove, what
has been explained so far, a graphical
representation of the audio of the scales
of the two ragas has been taken up for
demonstration.

Following is a graphical
representation of the ragas demonstrating
the frequency variations:



Fig 1: R1 representation (PC: PRAAT software)

Fig 2: D1 representation (PC: PRAAT software)

Here only the notes R1 and D1 (out
of the 5 common notes) are taken up for
demonstration.

Observations

 R1 analysis

· In Fig.1 an attempt has been made
to represent the frequencies of the
note R1 in both the ragas and also
their pitch differences with respect
to the note S.

� The characteristic of the note R1 in
the raga Saveri is such that it vibrates
at a frequency very much closer to
its adjacent note S. Or in other
words, the note R1 stays most of its
time on the note S before reaching
its actual position

� The note R1 in Saveri vibrates at a
frequency of 1373Hz compared to
its counterpart in Todi which vibrates
at a much higher frequency of 2030

Hz
� The sruti or the relative pitch

difference between the notes R1 and
S in Todi is more compared to that
in Saveri.

 D1 analysis

� Fig.2 represents the D1 frequency
difference in the ragas Saveri and
Todi.

� The notes R1 and D1 are correlated,
which is evident from the fact that
the note D1 in Saveri vibrates at a
lower frequency than that of its
counterpart in Todi as in the case of
R1.

� D1 in Saveri vibrates at a frequency
of 2972Hz and at 3147Hz in Todi.
As a result, the pitch difference
between the notes D1 and its
adjacent note P is less in Saveri
compared to that in Todi.

From the above study, it is very much
evident that though variables appearing
in the two ragas are same it is the sruti
analysis or the calculation of frequency
at which the note vibrates, that helps in
bringing out their subtle differences. In
other words, it is the study of inherent
srutis in the ragas that helps in decoding
and understanding their identity.

Conclusion

Our Indian music, especially the Karnatak
music is built mainly on the pillars called
gamakas. They occupy such a strong
position that our raga system which is
built on top of it has survived the test of
time while giving identity and richness
to our music. Karnatak music is a mine
of plethora of ragas, all unique and
different in their own aspects;



interestingly produced out of a finite
number of notes/swaras.

The sruti analysis done on the notes
of the ragas helps in demonstrating their
uniqueness in terms of their frequency
variations. But practically, it is the
gamakas that play the actual role; it is
the proportion of oscillations that matters.
It is very important to use the notes /
swaras with the precise application of
gamakas in the delineation of ragas. On
a final note, it would be apt to say that
any two ragas might share the same notes,
but it is the correct application of

gamakas, that gives them their deserved
uniqueness.
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"The man who hath no music in himself
or is not moved by the conchord of sweet is

fit for treason, strategems and spoils; let no
such man be trusted."



Improvisatory Elements and Ornamentations
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Abstract

Khayal, the most popular form of Hindustani Classical Music in present times is
represented by various pedagogical lineages that differ in subtle aesthetic principles
and interpretations. The improvisation within the form sees the use of several
embellishments. While these ornamentations that define Khayal as a form remain
identical across such traditions, also known as ‘Gharana’-s, their proportion varies
across the different styles based on the musical ideas each respective tradition was
crafted upon. Eight such standard elements or ‘Ang’-s of elaboration are identified,
known as ‘Ashtang’. Since these improvisatory mechanisms form the very identity of
Khayal in general, their usage is inevitable in each Gharana.
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Among the many forms of Hindustani
Classical Music, Khayal is the most
popular among performers and audiences
in present times. Many historians and
musicologists attribute the origin of
Khayal to Hazrat Amir Khusrao, the
famous poet in the court of Sultan
Alauddin Khilji of the 13th century.
However, Thakur Jaidev Singh (in
Mukherjee, 2006), a noted scholar, opined
that Khayal was neither imported from
Persia, nor was it a brainchild of Amir
Khusrao. He stated that a style similar to
Khayal existed in India from around 7th-
8th century and was a natural extension
of Sadharan Geeti which used exquisite

features of all the styles prevalent during
that period. Plentiful use of
ornamentations like Gamak-s, Khatka,
Murkee, etc. in Sadharan Geeti led to the
evolution of Khayal over a period of
time.1

The development of modern style of
Khayal singing is believed to be around
the period of later Mughals, i.e., mid-18th

century CE. The court of Mughal
Emperor Muhammad Shah ‘Rangeela’
(1719-1748) boasted of two noted
composers, Niyamat Khan ‘Sadarang’ and
his nephew Feroze Khan ‘Adarang’. It is
unclear as to what style of music the duo
practiced, but their compositions, mainly



Khayal-s, are immensely popular.

Concept of Gharana:

Practitioners of Hindustani Music, over
the years, have had stylistic differences
in presentation of their art. These
variations are based on the subtle
differences in their aesthetic approaches,
making them unique and sound different
from each other, even within a single
genre or form. The principles pertaining
to the form remain more-or-less common
across the styles, but the treatment differs.
Dhrupad, the oldest form of Hindustani
Music, has had four Bani-s (Bani: lit. way
of talking), namely Dagar Bani, Nauhar
Bani, Khandar Bani and Gobarhari Bani.
Thumri, similarly, has three basic styles,
namely Purbi (from Benaras), Lucknowi
and Punjabi.

Pandit Deepak Raja, a renowned
musicologist, explains the concept of
Gharana as below:

i) Grand tradition: A representation
of the common features and factors
that have been generally accepted,
such as the principles of Raga-s,
Taal-s and compositions. It also
deals with architectural elements and
designs like Alap, Taan-s, etc. that
give Khayal its unique identity and
qualitatively define Khayal as a
form, thereby differentiating it from
other forms.

ii) Group tradition: Pertains to the
stylistic differences that arise out of
individual approaches and
interpretations to certain aspects of
the vast grand tradition, creating
something that is aesthetically
unique. These stylistic variations,
once accepted by the discerning

cognoscenti, acquire a following.
Successive generations of this style
progressively add to the aesthetic
coherence, making it distinct. This
style that is distinct from other such
collective wisdoms becomes known
as a ‘Gharana’.2

Gharana literally means family or
clan. In Hindustani Classical Music,
diverse musical styles with different sets
of aesthetic values represented by
pedagogy of musicians across generations
become known as Gharana-s.

Senior exponent of Agra Gharana,
Pandit Arun Kashalkar explains the
concept of Gharana-s, “The differences
can arise out of an individual’s nature,
psychology, liking, intellectual
capabilities, nature, texture of their voices,
etc. However, for the development of an
intellect or liking, a basic exposure to the
concerned form is essential. Childhood
influences run deep, direct the line of
thinking and condition the intellectual
capabilities of an individual.”

“If a musical thought of an individual
is accepted by the musical community,
that thought starts getting a following and
gradually evolves into a principle or norm.
Unless the principle is acceptable to the
musical community, the definitions put
forth will hold no good. These principles
are refined over time and become a
tradition or ‘Gharana’. Since they have
been accepted by the musical community,
no tradition can be deemed unaccountable
or unworthy. One must understand the
goodness and the value it adds to the
richness of music on a whole.”

“Also, language is the basic means
for communication for humans. Even
though one can communicate through



gestures and body language, the need for
speech arises for a clearer medium of
expressing thoughts. In music, Sur
becomes the prime medium for
communication. Various ornamentations
of notes, like Meend, Soot, Gamak, etc.
enhance the ability to express emotions
in a better way. Meaningless sounding
phrases and syllables like ‘Tom’, ‘Tana’,
‘Ri’, ‘Daani’ also become a medium to
express musical ideas. This becomes a
language that the artist and the audiences
understand. The differences within these
musical languages gradually evolve into
identities of different Gharana-s.”

“Thus, Gharana-s are basically
different musical designs, coming forth
through the intellect of pioneers,
developed through their long-term
learning. Every Gharana is a discipline
in its own right. They have certain rules
and norms to be followed. Since art (and
music) is ever changing, ever evolving,
there can be no controlling authority to
standardize the practices. Hence, while
one develops a style of music, one must
set certain rules and principles for oneself
to make it sound unique. If the style
evolves into a tradition or a Gharana, this
would be the line of principles upon
which it will be based. However, it is
imperative to understand that the rules
and norms followed in a particular
Gharana are not necessarily acceptable
in the same way to other traditions.”

He continues, “Based on general
principles of a form, there could be a
pioneer Gharana, which later bifurcated
into various branches based on an
individual’s liking, intellectual
understanding, nature of the voice, etc.
This is akin to a joint family living in a

big mansion. As the family expands,
ideologies and line of thought change and
a need of separate spaces arise. Similarly,
the pioneer musical style could get
compartmentalized, each having their
individual outlook towards the form. It is
important to note that the principles across
these traditions might be more or less
identical. The minute differences, like a
simple Khatka or a Murkee, that cannot
be put on paper and need a practical
demonstration, combined together, define
a Gharana. These aspects become the
identity of that particular tradition.”3

Eminent musicologist Pandit
Vamanrao Deshpande opines that even
though individual artistic preferences and
tastes vary greatly, certain musical
practices and principles have become
generally acceptable over time through
validity of seasoned and knowledgeable
practitioners and listeners. Individual
preferences and approaches have not
much to do with these generalized
practices, which are followed across most
traditions and Gharana-s. It is only the
individual, specific aspects of a Gharana
that differentiates it from the others and
makes it unique.4

Understanding the improvisatory
elements:

As mentioned above, the principles across
Gharana-s remain more or less identical.
Aspects like importance of Sur, a general
agreement on the delineation of common,
major Raga-s (like Yaman, Todi, Darbari
Kanada, etc.), format of presentation,
among other things, are similar across
traditions. The chief dissimilarities
between Gharana-s are usually found to
be in the subtler factors like preference



of Laya, importance of Taal-s, use of
ornamentations like Meends, Gamaks,
type of Taans, etc. However, over time,
these minute aspects magnify and become
the identity of a particular tradition.
Stylistic differences in the presentation
and treatment of Khayal become evident.
Even the simplest of designs or
ornamentations specific to a Gharana
become the identity of that Gharana.

Each of the various forms practiced
in Hindustani Classical Music has a
definite structural outline that evolved
over generations of pioneers of the
respective forms. While the precise nature
of stratification might vary among
different styles of presentation, the format
that is commonly observed across the
forms remains identical. The
improvisation follows a slow unfolding
of the melodic form, gradually increasing
in intensity and leading to a crescendo.
Be it Dhrupad, Khayal or Thumri, the
framework of the presentation of each of
these forms follows such an outline. Such
a graduated progression can be compared
to institutionalized education, where
elementary grades offer fundamental
teaching, followed by a gradual increment
in the complexities of knowledge and
skills. A fine-dine meal spread over
multiple courses also follows a definite
sequence of culinary preparations served
on the plate. Numerous other examples
can also be cited, the crux of each being
the establishment of a definite sequence
that culminates on a high.

In context of Khayal, the framework
consists of a gradual unfolding of the
Raga and presentation of the composition,
followed by improvisation in segments
of increasing intensity (Vistar, Behlava,

Bol Baant, Bol Taan-s and Taan-s). The
structural framework of the presentation
may follow a formal stratification, as
observed in traditions like Agra and
Kirana, or an informal layering as found
in Gwalior, where the division of different
segments is often blurred. Nevertheless,
each such segment has specific
ornamentations that enable the performer
to demonstrate the intensity of the
respective segment.

Gwalior is probably the oldest and
one of the most popular Gharana-s of
Khayal form. Most other Gharana-s have
been influenced by the music of Gwalior
style in varying amounts. Here, the
architecture of Khayal is based on what
is known as ‘Ashtang Gayaki’ or
elaboration through eight principal tools.
These eight aspects include:

i) Nayaki Ang: Singing the
composition exactly as taught by the
Guru.

ii) Gayaki Ang: Departure from the
laid down structure of the
composition and playful elaboration
of each line based on the anatomy
of the Raga as per one’s own creative
abilities.

iii) Vistaar: Slow unfolding of the
Raga, which is not as elaborate in
Khayal as in Dhrupad. This includes
usage of ornamentations like Alap,
Bol-Alap, Meend, Gamak, Khatka-
s, Murkee-s, etc.

iv) Bahlava: Literally meaning ‘flow’,
Bahlava is a flow of notes and
phrases using heavy Meend-s in
medium-fast tempo, which gradually
evolves into Taan-s.

v) Baant: Division of Taal using the
words of composition. The division



is based on different rhythmic units,
called ‘Chhand’. The words of the
composition are used in their
original sequence and broken down
in ways that make meaningful lyrical
and musical sentences or phrases.

vi) Bol Taan-s: Superimposition of
lyrics of the composition on Taan-s.

vii) Layakari: A unique aspect that has
its origin in Dhrupad, it involves a
rhythmic play with the Taal, often
using criss-crossing rhythmic
patterns and Tihayi-s.

viii) Taan-s: Fast-paced chains of notes
with staccato articulation. The
punctuations and patterns of these
chains vary from Gharana to
Gharana.5

Upon observation, one can figure out
that the above tools essentially form the
architectural elements that qualitatively
define Khayal, as mentioned by Pandit
Deepak Raja. Ustad Khadim Hussain
Khan, veteran vocalist of the Agra
Gharana was of the opinion that each
Gharana utilizes these embellishments in
varying proportions. In fact, he believed
that each different style of presentation
emerged out of the variable weightage
and preference given to different
embellishments. The gradual progression
and extensive application of those specific
ornamentations leads to the development
of different Gharana-s, which cultivate
diverse techniques and aesthetic ideas,
over a period of time.6 In an interview
with Dr. Ashok D. Ranade, Ustad Khadim
Hussain Khan mentions that the Agra
Gharana prescribes the use of eighteen
different tools and ornamentations that aid
a musician render a Raga as per the
required mood. Some of these, viz.

Meend, Khatka, Murkee, Gamak, etc. are
well known to musicians and
connoisseurs, and are routinely used
during the course of progression and
elaboration of Khayal. With a long
ancestry and a strong influence of
Dhrupad, some of these embellishments
or ‘Ang’-s are specific to Agra Gharana.
These include Sthayi-Antara, Behlava,
Meend, Maand, Soot/Ghaseet, Murkee,
Lahak, Phanda, Laya-Bol, Bol-Baant,
Bol-Taan, Gamak, Dhunak, Dagar Ang,
Laag-Daant, Bengi Ang, etc.7

The chief dissimilarities between
Gharana-s are usually found to be in the
subtler factors like preference of Laya,
importance of Taal-s, use of
ornamentations like Meend-s, Gamak-s,
type of Taan-s, stratification of the various
layers and their proportions, etc. A certain
Gharana may focus on a detailed
improvisatory Alap, while another one on
the rhythmic elements like Bol-Baant and
Layakari. Yet another might show a
penchant for Taan-s of various patterns
and accentuations. Over time, these
minute aspects magnify and become the
identity of a particular tradition. Stylistic
differences in the presentation and
treatment of Khayal become evident. Even
the simplest of designs or ornamentations
specific to a Gharana become the identity
of that Gharana.

However, since these elements define
Khayal as a form and differentiates it from
other forms of Hindustani Music, the
usage of each of these, in varying
quantities, is found across the Gharana
spectrum. Their usage varies based on the
aesthetic principles upon which the
pioneers of the respective Gharana-s
developed their styles. Gwalior,



considered to be the oldest among
present-day Khayal idioms, claims a moral
high ground of being a complete Gayaki
based on the balancing of the Ashtang
elements. However other Gharana-s too,
incorporate the same tools in varied
amounts and present their Khayal styles.
Some traditions with ancestries of
Dhrupad practitioners or instrumentalists
added more elements specific to their
tradition and diversified their styles. Such
differences magnify over time and offer
variety and vividity to this widely popular
form.
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Abstract

The aim of this study is to explore chittaiswaras of musical forms and study their
style, structure and purpose in a composition with respect to the set rules of ragaanga
ragas. Chittaiswaras are an important tool in the understanding of raga lakshana,
raga bhava of common as well as rare ragas.

Popular kritis and Sangita Sampradaya Pradarshini kritis were studied and
analysed.

Data was collected through various internet sources and audio clips. Professor
Sambamurthy’s “South Indian Music” provided lot of information on the nature and
characteristics of compositions, kritis and chittaiswara. Senior violin artist and
carnatic musician Shri R K Shriram Kumar sir helped in the selection of kriti and
in the understanding of Sangita Sampradaya Pradarshini in terms of its importance
as the earliest documented text in notation.

Chittaiswaras are of utmost importance in the understanding of the grammar of rare
ragas. The mathematical patterns in it reveal the raga bhava and lakshana.

Many compositions originally devoid of chittaiswaras were incorporated with
chittaiswaras much later and remains to be very much incomplete if rendered without them.

Keywords

chittaiswaras, raga, raga bhava,
sangita sampradaya pradarshini,

swaram
Musical composition is a manner in which
musical writing is presented. It plays an

important role in Carnatic music. In the
words of Prof Sambamurthy about
musical forms are:

“The form of music that is studied
and vocalised is called abhyasa gana. It



is composed in a very simple manner so
a beginner can learn it easily. It includes
sarali varisai, janta varisai, alankaras,
dhatu swaras, geetham, swarajati,
varnam. Sabha gana include
compositions that are predominantly sung
at concerts. It consists of kalpita and
manodharma sangitam. Tana varnam,
keerthana, kriti, and javali are some of
the musical forms in sabha gana.”

“A lakshana prabandha is a musical
composition wherein the sahitya tells in
so many words the lakshana of the raga
or elucidates a musical law, fact, or
phenomenon”

A kriti consists of a pallavi,
anupallavi and charanam. The pallavi
consists of one or two lines. Anupallavi
also consists of two lines and it is the
second verse. The charanam usually
consists of four lines and has the ‘mudra’
or signature of the author. Some kritis
composed by Sri Muthuswamy Dhikshitar
have a ‘samashti’(last section of a song)
charanam which is usually of 6 – 8 lines.
The last two lines of this charanam are
sung in madhyama kalam (double speed).

Chittaiswaras are added to kritis to
elevate their musical value. “This is a set
solfa passage in 2 or 4 avartas if in adi
tala, and 8 or 16 avartas if in chapu,
triputa or rupaka tala and is sung at the
end of the anupallavi and charana.
Usually, it is set in madhyama kala.
Chittaiswaras are crystallised kalpana
swaras.” according to Prof Sambamurthy.
They bring out the colour and nuances of
the raga of the composition, add beauty
to it and highlight the signature of the
ragam.

Classification of chittaiswaras – sama
kala and madhyama kala

Sama kala - chittaiswaras are in the
same tempo as the composition.

� Karunananda in Neelambari raga
composed by Sri Kumara Ettappa
Maharaja

� Neerajakshi in Hindolam raga
composed by Sri Muthuswamy
Dhikshitar

Madhyama kala - chittaiswaras are
sung at a tempo faster than the pallavi
and anupallavi

� Anathudanu Kanu in Jingala raga
composed by Sri Thyagaraja

� Sri Kamakshi Kavave in Kalyani
raga composed by Sri Shyama
Sastry.

Some Interesting Features seen in
Chittaiswaras

1. Makutam

In the kriti Nimadi Challaga in
Anandabhairavi raga, the chittaiswara has
a crown like ending called makutam. The
makutam of the mukthayi swaram of the
varnam Viriboni in Bhairavi raga has been
composed skillfully.

Bilahari varnam, Inthachowka has
interesting patterns in its chittaiswaras -

Taking the 5th chittaiswaram of the
same as an example, we notice the
following patterns:

 P,drs,,,pdpmg,,,
R,gsr,,,Sndps,,,
Rsndg,,,pmgrd,,,
Sndpr,,,nsdnp,,,
In the last 2 avartas, the following

patterns are seen:
Sss,ppp,dnp,mgr,P,,,S,,,R,,,G,,,

2. Palindromic Chittaiswaras

Another interesting feature the
chittaiswaras of ragas that have



symmetrical arohana and avarohana
(krama sampurna, krama shadava, krama
audava) is that they can be sung forwards
and backwards without offense to the raga
bhava. It is said to be sung in the anuloma
and viloma krama.

Examples of kritis:
� Kamalambham Bhajare (the second

Kamalamba Navavarna kriti) in
Kalyani raga, composed by Sri
Muthuswamy Dhikshitar.
srgmdn rgpd mdn g r s
n r g nsn rs NnDdP
Pd DnN s rn s n g rn rsgndmdp

g rnd mgrs
� Sadavinota Sadare in Revagupti

raga composed by Sri Muthuswamy
Dhikshitar
Swaram - rGp ds S r g R sDP
Gpd pd S
Graham –
gMDdnrgmGrNDMdndnr
Swaram – Sdp dpG pD s R g r
SdPGr
Graham – rnd ndMdNr Gmgrn
DMg

3. Chittaiswaras with Jathi

Example – Ananda Natana Prakasham -
Kedaram raga - Misra chapu – Sri
Muthuswamy Dhikshitar

1 2 3 4 5 6 7

P n n s tha kaja nutha s n  N

Jhum tha r tha  s mg mp ,n

mg

thaja nutha ka m gm mp sn n tha

Jhum ,tha ri p ,m g tha dhigi nathom

Popular Chittaiswaras

Ranjani Mrudu Pankaja – Ranjani,

Sriranjani, Megharanjani, Janaranjani
composed by Thanjavur Sri Shankara
Aiyyar set in Adi thalam
Ragam 1 2 3 4 5 6 7 8

Ranjani srg s s n d S sr gmd s , S s ndN ndmg  ,mg  s

Sriranjani sNd mgrg M; nDm  grc r G; mGr    s n d n

Megharanjani N, s ;nn s snn mmnn M,n ;mm nnmm ggrr

Janaranjani Ppm Rgm pmR gmP N sd P sd Pdp mgrm

Ranjani

� Ranjani does not allow grs and it is
compulsorily ‘gsr’ which is seen in
the opening phrase of the Ranjani
raga swaram.

� The ending is a combination of 3
times 5, that gives a sort of finish to
the swaras  : S snd  - Nndm -  mgs

Sriranjani

� The second and third swaras are
repeated after the karvai, then the
third and fourth swaras are repeated
in a similar way:
sn,dmgrgM;nd,mgrsrG;mGrsndn

� The above line may be sung with a
small variation -
sn,dmgrgmmmnd, mgrsrgggmg,
rsndn The swaras that have a longer
karvai ‘;’ come in ‘threes’.

Megharanjani

� In addition to the given swara lines,
the two lines are repeated in mandra
sthayi.

� Except the first two swaras, all the
swaras come in ‘twos’. The first two
swaras – N,S and M,N come in
alternate lines in the madhya sthayi
except for the third line which is in
mandrasthayi.

Janaranjani



� PMR and GMP overlap creating an
interesting pattern. The line ends in
PMR making it recurrent with
varying durations.

�  In the second line, SDP is repeated
twice with different duration – the
first one being shorter than the
second.
P,pmr,gmPmr,gmp,
N,sdp,sdP,dpmrgm

Nee Madi Challaga – Ananda
Bhairavi – Adi – Sri Kavi
Matrubhutayya

1 2 3 4 5 6 7 8

pdp s , s s ndpm gr sn S,m grgm pdmp grgm

pdnp ,dmp gmgd pmgr sgrg ,mpm grgg M;

Nsmgrgm pmgm grgm gmp s ,ns g rsrs N;

sgr g , m g m g r s g r snd

p r sn dpdp  mgrc grgm

� pdpsp dnpg rgmp dmpg mgdp grgg
dpdp

These zig-zag phrases are the essence
of the raga. In the second and third
avartas, M and N are used respectively to
differentiate the avartas.

� In the last avarta the following
pattern is noticed –

grs   grsndp   rsn dpd   mgr   - two
patterns overlap here.

� Rishabham has mostly been used in
the phrase g r g m. In a few places it
has been used in r s r s and r s n d.

Ninne Bhajana – Nattai – Adi – Sri
Thyagaraja

1 2 3 4 5 6 7 8

n sr  s ;gm gmpm ;mp mpnp ;pn mPm

gMr

sRr Ggm ,mP pDd n Sn Pmg mPm

gmr  s

� This short chittaiswara captures the
raga bhava of Nattai very effectively.
In the first avarta the following
pattern is seen -
nsrs; gmgm pm;m pmpn p;pn

� In the second avarta, the swaras
ascend with a pause on the second
note in every doublet - sRrG gMmP
pDdn

Chittaiswaras as seen in Sangita
Sampradaya Pradarshini

Guruguha dhanyam – Balahamsa –
Jhumpa – Sri Muthuswamy
Dhikshitar

1 2 3 4 5 6 7 8 9 10

srP mgrs rmgr srgs RR  SG p ò  ; PòS Rmg ,rgr

srmp dp S r m g r s r g s , snp pdnp ,pmr

srgs �S np ,mgr

· The usage of the characteristic
phrase is seen in the chittaiswara -
Srmg rsrg Ssn This phrase is seen in
the last avarta.

· Since rishabham is the jiva and nyasa
swara according to Sangita
Sampradaya Pradarshini, the
characteristic phrases revolve
around the rishabha. It is a lively
raga with comparatively less
gamakas.

Kanchadalayadakshi – Manohari – Adi
– Sri Muthuswamy Dhikshitar

1 2 3 4 5 6 7 8

S,s ndpm gmpn dpmg S,s n dp  n ssgs

gmpn

S,s n sg s m g sn dpnn S,s ndpm

gs ns gmpn



� The kriti begins with the
avarohanam. Usage of gandharam
throughout the kriti is a
characteristic of Manohari.

� The chittaiswara spans across the
three sthayis and has a simple
pattern. The laghu and dhrutam first
start with S, s. The pauses in between
the laghu and dhrutam elevates the
chittaiswara.

Sourasenesam – Sourasena – Adi –
Sri Muthuswamy Dhikshitar

1 2 3 4 5 6 7 8

Srg mdpd mpmg mgrg  gSG  ,G ,Sp mgrg

srgm pDn DN S r m g r g s

r Sn dPm Grg

� The first and second avarta starts
with the phrase – s r g. In the first
avarta S is of long duration whereas
in the second avarta, the gandharam
of the previous avarta is of long
duration.

� The chittaiswara dwells on the
madhya sthayi mostly and the mel
sthayi in a few phrases.

The word chittaiswara reminds one
of swara passages that are breezy, brisk
and the raga elements in a concise form

that eventually brings out the beauty of
raga, kriti, a guideline for kalpana swara
singing for students and a glimpse of very
mild musical calculations that never over
take the aesthetics of the raga. The
raganga ragas have certain characteristic
phrases for each raga and the
chittaiswaras are based on that. These
phrases are unique for each raga. Many
rare kritis have become quite obsolete
today. Understanding the raga becomes
difficult due to lack of information on it.
The Chittaiswaras play an important role
in the understanding of the nuances of
these rare ragas. Apart from the rare ragas
even well-known ragas which are in use
today, have chittaswarams that have either
some kind of significance or some
aesthetic aspects but many are not sung
today.
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Effectiveness of Gurbani Sangeet
on Mental Health: A Survey Study
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ABSTRACT

Aim: – The purpose of this research paper is to find the effect of Gurbani Sangeet
on mental well-being and relief from stress with the use of Gurbani sangeet. Methods:
- researcher has used the online survey method with the help of google forms.
Sampling- The researcher has used random sampling for this work. Results– Results
show that Gurbani from the Shiri Guru Granth Sahib gives a positive effect on
mental health. According to this survey,95.3% of people know Gurmat Sangeet, daily
listeners to Gurmat sangeet are 47.7% and frequently listeners are 43% & other
options are mentioned in the Graph. 82.2% of people feel calm when they listen to
Gurmat Sangeet. According to the graph, 85% of the people have strongly agreed
that Gurbani of Shri Guru Granth Sahib inspires everybody to stay away from vices.
Gurmat sangeet has a therapeutic effect on the human mind, 75.7% of people have
strongly agreed with this. Gurbani is considered as a good source of positivity and
healthy lifestyle, 85% of people give us a good response.

Keywords

Gurbani, Mental health, Gurmat Sangeet, Music, effectiveness.

INTRODUCTION

MENTAL HEALTH

Mental health is the ability that helps us
adjust to the difficult and difficult
situations of life. Mental health increases
peace of mind, effectiveness and
happiness, contentment in life, and
strengthens our resolve. Fitness depends
on both our body and mind, that is, the
ability to maintain the dexterity and

consistency of both body and mind, to
give life the ability to run in a rhythm.
Good mental health maintains harmony
in one’s interactions with friends, family,
society, and enhances self-esteem, self-
confidence. Mental health is an essential
part of life, which plays a role in
maintaining good social health and
intellectual abilities of human beings. It
also helps in proper social development
and socialization. Human beings also



need a lot of mental health to adopt moral
values. Only a person with good mental
health can control his emotions and adjust
his strength according to social and moral
values. Only a mentally healthy person is
able to adapt properly to his environment,
maintain consistency, and achieve the
goals of life. One should keep positive
thinking in one’s mind. According to the
World Health Organization (WHO),
mental health is “a state of well-being in
which the individual realizes his or her
own abilities, can cope with the normal
stresses of life, can work productively and
fruitfully, and is able to make a
contribution to his or her community”[1]

At present time in everybody’s life
there is a lot of stress due to so many
problems (related to education, business,
family, social etc) and disorders (stress,
anxiety, depression, insomnia, fear, etc).
When it has been going on for a very
long time and the problem is not solved
then it has a profound effect on the mind.
Due to this many human beings lose their
mental balance and fall prey to mental
disorders and diseases. Mental imbalance
causes of mental disorders such as stress,
anxiety, depression, insomnia, poor
mental balance etc. “This can be said this
is a type of acute or strong and fast change
in outer environment due to which there
is the change in patients tolerating power.
This takes the form of physical or mental
disorders. Process of Stress In human
beings, a nervous system under stress
produces biochemical substances (e.g.,
epinephrine, norepinephrine, endorphin,
P-encephalin, hormones etc.) which are
either more or less. these substances result
in changes in physiological functions and
person develops disorder with many

symptoms” [2] Numerous epidemiological
studies have tried to define the effects of
social, workplace and lifestyle on stress,
health and wellbeing.[3][4]”Indeed, job
stress is by far the major source of stress
for American adults and has escalated
progressively over the past few decades.
Increased levels of job stress as assessed
by the perception of having little control
but many demands have been
demonstrated to be associated with
increased rates of heart attack,
hypertension, obesity, addiction, anxiety,
depression and other disorders.” [5]
Causes of Stress:- Genetic constitution
and favorable environment makes a
person more prone to many disorders. The
events which greatly affect a person are
death of a close relative, divorce, martial
maladjustment, financial loss,
unemployment, marriage, retirement, loss
of job, change in job, legal action, any
physical or mental disorder, failure in
examination or love. Some professions
are themselves stressful e.g. police,
drivers. physicians, rulers, students etc.
“People often experience a general state
of worry or fear before confronting
something challenging such as a test,
examination, recital, or interview. These
feelings are easily justified and considered
normal. Anxiety is considered a problem
when symptoms interfere with a person’s
ability to sleep or otherwise function.
Generally speaking, anxiety occurs when
a reaction is out of proportion with what
might be normally expected in a
situation”[6]Decrease in attention,
memory and power of decision making,
phobia of some disease or death, tension,
restlessness, sleeplessness, decrease in
work capacity and fainting or fear of



fainting.
Thus sometimes a human being gets

entangled in these disorders in such a way
that it becomes difficult to get out and
then the mental balance is lost. Disorders
arising from different situations in human
life, stress, depression(236,588),
anxiety(88,192,201), fear(44,49), etc are
solutions in Guru Granth Sahib Ji.
Gurbani has given a new direction to
human life, and also protects the “five
evils”7 Kaam (lust or desire),
Krodh(anger), Lobh(greed/covetousness),
Moh(attachment) and Hankar(pride).
“The cause of all the problems of the
modern man lies in the instability of his
mental state and to remedy this he has
always resorted to spirituality. This desire
to get rid of mental problems in the past
centuries has come to the fore as the hope
of fulfillment by going to the shelter of
religion.”8 “Sikhs believe that those who
recognize that God resides in each
individual and recite God’s name through
the regular practice of Nam Simran will
find peace and live a life free of anxiety,
stress and not suffering. The Divine Name
therefore became the medicine for all
ailments, and it has the capacity to remove
all mental, physical or spiritual pain and
suffering. Hearing the true bani dispels
sufferings, ailments and agonies”.9 “It also
suggests meditation as having a
therapeutic effect, provided it is done with
the Lord’s name in the mind, Through
meditation and listening to the religious
scholars and spiritual teachers, devotees
are forever in bliss.”10

MUSIC INTERVENTIONS

Music of India has been known for its
rich cultural heritage and traditions. Indian

traditional healing systems like Yoga and
Ayurveda giving scientific endorsements
for their positive therapeutic effects have
been accepted globally. That’s all are
Indian traditional systems of healing.
Music has a significant effect on the
human body and mind. Along with the
other benefits of music at present days it
is used as a therapy also. In India, Indian
classical music is used as a form of
therapy. The consolidation and evocation
of Rasa or positive aesthetic mood is the
function of Indian music. Indian Music
therapy is the use of a suitable type of
music, with specification quality, played
at suitable time, which helps to drive out
negative feelings like dependency and
loneliness. “A technique, which engages
the client by playing musical instruments
or by singing with the music therapist,
thereby making communication
achievable. Music therapy makes it
possible for a person to converse. It uses
music and sounds for communication in
some ways. Music therapy was seen as
advantageous for persons having other
physical cognitive and emotional
disabilities” [11] In Indian Yoga and Music
therapy both has been practiced in
naturopathy since time of immemorial. In
modern times musicologists and yogis
have introduced Music as an independent
medical system and have successfully
used it to cure diseases.[12][13]Music is
considered to be an incredibly powerful
healing tool. Physical, mental and
emotional challenges are met so much
more easily with music.

Nowadays a form of devotional music
preventing in the Punjab region of India,
named Gurbani Shabad Kirtan, also
known as Gurbani Sangeet, Gurbani



Kirtan, Shabad Gayan and “Gurmat
Sangeet” [14]continuing from 15th century.
It has very powerful healing sources. It’s
based on the “Shiri Guru Granth Sahib”
[15] [16] “Gurbani” [17] and mentioned
raags of different Gurus. First Guru of
Sikhs Shiri Guru Nanak Dev called it
“Dhur Ki Bani” [18]. The founder of Sikh
musical traditional, Guru Nanak Dev
(1469-1539) kept with him as his lifelong
companion a musician, Bhai Mardana,
who used to play the Rabab while he sang
the praises of God. What came to be
known as Shabad Kirtan is a unique
confluence of Shabad and Kirtan
propounded by the founder of Sikhism,
Guru Nanak Sahib with the help of divine
music emanating from Bhai Mardana’s
in the Indian and world music tradition.
In Shabad Kirtan has been assigned a very
prominent status as stated in the following
couplet.

“Kaljug meh Keertan Pardhaanaa.
Gurmukh Japee-ai Laa-e Dhiaanaa.”19

Sri Guru Granth Sahib contains Bani
of the Gurus in addition to the Bani of
contemporary and earlier Saints and
Bhagats. The classification of Bani
according to Raagas makes it clear that
the Bani is written in accordance with a
particular system as conceived by Guru
Arjan Dev Ji, the fifth Guru while
compiling and editing Sri Guru Granth
Sahib. Beside the Raagas, different
classical and folk singing styles, Rahaao
and other music signs are those elements
of Gurmat music system which always
remain active due to their original musical
characteristics and for the presentation of
Shabad Kirtan.”20 It has also made the
existence of Sikhs meaningful. At the

present time have collected successful
results of healing with Bani of Sri Guru
Granth Sahib. The great work of “Shri
Guru Granth Sahib” [21] editing was done
in 1604 AD by Guru Arjan Dev. In 1708
AD, Shiri Guru Gobind Singh completed
it by incorporating the holy hymns of his
father Shiri Guru Tegh Bahadur. It
contains the teachings of six great beings
Gurus, Guru Nanak Dev, Guru Angad
Dev, Guru Amar Das, Guru Ram Das,
Guru Arjan Dev & Guru Tegh Bahadur.

In modern times Many famous Sikh
personalities & Raagi’s (composers) of
Gurbani Sangeet are using Gurbani for
healing. The effect of Gurbani is very
much on human life. This practice is now
known as “Gurbani Sangeet Therapy”.
Prof. Surinder Singh Yogi is an active
personality in healing by Gurbani
Sangeet. According to Prof. Surinder
Singh Yogi, “I have the details of about
2000 patients who are diagnosis from
diseases with Gurbani sangeet.” [22] Apart
from this there are many verses recorded
in Sri Guru Granth Sahib which are
influenced in literary form and the raga-
based singing of Bani prescribed in Sri
Guru Granth Sahib has a more
insignificant effect. On the basis of ragas
[23] [24] [25], there are many kinds of
effects. [26] Human diseases can be cured
through Gurbani sangeet. If we look at
the authentic facts of the musicologists,
they have proved that music enhances the
thinking aspect of a human being. If we
talk about the literary aspect of Sri Guru
Granth Sahib, then Bani inspires to be
free from many vices. The curative effect
of Gurbani is mentioned in many places
in Guru Granth Sahib. “My physician is
the Guru, the lord of the universe. [27]”



The name of lord is the medicine to cure
all disease; with it no disease afflicts me”
[28]When Bani is presenting in prescribed
Raga with the melodious music then the
music effect on human thinking and the
literary aspect of the Bani directly affects
the human mind and plays its important
role in liberating the disorders of the
human body. Ragas based and Bani have
different effects on the human mind. This
in itself is a unique system of the Gurus.
These musical notations and hymns have
liberated the human being from many
diseases and problems. At present
Gurbani Sangeet is being used in many
institutions of world. Successful
treatments are received in a positive way
like Hardial Singh (IAS) and Dr. Balwant
Singh, “Sarb Rog Ka Aukhd Naam’ ‘Guru
Armadas Disease eradication center” [29]
[30] [31] Mission started in Ludhiana in
1983. At present this mission is being
prevented in the country and abroad.
Many camps have been started across the
world related to the subject. By the grace
of Gurbani many people have been freed
from many kinds of diseases. Apart from
these, the institute name ‘Naad yoga’’ raj
Academy’ director “Prof. Surinder Singh
Yogi” [32] is worth mentioning in the field
of Sikh Music. [33] Gurbani Sangeet
therapy is also being implemented at the
institutional level. The practice of music
therapy started for cancer patient by
Gurbani Sangeet in Eternal University
Bahru Sahib [34] [35] is running
successfully under the Guidance of Baba
Iqbal Singh. Prof. (Dr.) Gurnam Singh
former chairperson Department of Gurmat
Sangeet Punjabi University, Patiala is
active in the field of Gurmat Sangeet.
Prof. (Dr.) Gurpreet Kaur of Guru Nanak

Dev University, Amritsar has successfully
done many researches in the field of
Music Therapy and at present, she is also
working in Gurbani Sangeet . Gurbani
inspires the entire humanity to stay away
from vices. The obvious effect of which
we can see from the daily events of our
life. Gurbani is a source of inspiration
for all of humanity. Gurbani has a special
effect on the human mind, which is
always positive. Due to this positive effect
of Gurbani, the popularity of Gurbani is
increasing day by day. Above mentioned
personalities are successfully promoting
working on healing effective of Gurbani
sangeet. Ragas and Bani combine more
effective for human beings and the variety
of meanings which has a positive effect
on the human mind and Gurbani has freed
the human being from many diseases and
problems.

METHOD

A survey method is a tool, process or
technique that you can use to gather
information in research by asking
questions to a predefined group of people.
Researcher has used online survey method
with the help of Google forms. That has
been shown to be an effective method of
obtaining reliable and valid data.
Researcher can email them directly to
people, on there website, or even sent
direct link on social media platform. In
this research survey has been done to
discover effect of Gurbani on mantel
health. A sampling design has been
selected 107ordinary persons related to
different ages in the regions of Punjab.

SAMPLING

In this research Purposive sampling is



simple random sampling. It is type of
probability. The term random has a very
precise meaning. Each indusial in the
population of interest has an equal
opportunity of selection. Researcher can
just collect responses have a random
sampling.

RESULTS

The result of this survey has been found
positive that is showing that music &
Gurbani of Shiri Guru Granth Sahib gives
positive effect on human life. Everyone
those participated in this survey from the
different religions knows ‘Shiri Guru
Granth Sahib ji’. According to this
survey,95.3% of people know Gurmat
Sangeet, daily listeners to Gurmat sangeet
are 47.7% and frequently listeners are
43% & other options are mentioned in
the Graph. 82.2% of people feel calm
when they listen to Gurmat Sangeet.
According to the graph, 85% of the
people have strongly agreed that Gurbani
of Shri Guru Granth Sahib inspires
everybody to stay away from vices.
Gurmat sangeet has a therapeutic effect
on the human mind, 75.7% of people have
strongly agreed with this. Gurbani is
considered as a good source of positivity
and healthy lifestyle, 85% of people give
us a good response.The graph of the
results researcher got in the above
research is given below.

Graph-1

Selected the age group 20-25 years 25 to
30 years 30 to 35 years & 35 to above.

To begin with the analysis of data, four group
20-25(20.6%),25-30(43%),30-35(23.4%),35 to
above(10%)

Graph-2



Graph-3

According to this survey everyone knows ‘Shiri
Guru Granth Sahib’ which is the spiritual Granth
of Sikhs.

Graph-4

According to this survey,95.3% people know
Gurmat Sangeet.

Graph-5

The of daily listeners to Gurmat sangeet is 47.7%
and frequently listeners are 43% .

Graph-6

According to this survey 82.2% people have feel
calm when they listen Gurmat Sangeet.

Graph-7

Bani of shri guru granth sahib ji inspires us to
stay away from vices. According to this statement
85%of the people have strongly agree.

Graph-8

Gurmat sangeet have a therapeutic effect on
human mind,75.7% people have strongly agreed.

Graph-9

Bani considered as a good source of human for
quality and healthy life stly,85% people given
positive response.

Conclusion

It is realized through contemplation that
Gurbani sangeet has a therapeutic effect
on human beings. From the middle age,
Bani of Shiri Guru Granth sahib inspired
humanity to do good deeds. In this
research survey was done to know the
positive effect of Gurbani sangeet
(Gurmat Sangeet). This research has been
done in the field of music. In present time
online surveys are most effective



surveying method in every field of
research. It’s a very simple and effective
method researcher can email them directly
to people, on there website, or even sent
direct link on social media platform and
collect there results. The above study was
very unique and innovative experience
with 107 responses. At the end of which
we have come to the conclusion that
Gurbani sangeet has a positive effect on
human mind.
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Abstract

The rise of new electronic and computer-based music-making tools is challenging
traditional musical instrument conceptions. Every day, if not every hour, we hear
new songs with new musical genres fusing various instruments. All music creation
and composing are now done virtually in such an age where musical scores may be
played without the assistance of a human. Traditional instruments and their value
are becoming increasingly blurred. This paper explores the traditional percussion
instrument of an ethnic community Limboo, of Sikkim. Paper tries to preserve all the
important aspects of the instrument along with their traditions and brief history.

Keywords:

Limboo, Traditional, Percussion, Instrument, Culture, Community, Digitalization.

Introduction

Culture has the characteristics and
functions of being shared, acquired
through socialization, and based on
tradition, as well as being dynamic and
adaptable; its elements tend to function
as an integrated whole. Culture is founded
on symbols and caters to people’s values
(Janto, 2017). As a result, because a
nation’s traditional music contains to a
considerable extent every component of
its cultural fabric, whether politically,
philosophically, economically, or socially
linked, it serves as a functional guide to
the people’s developmental needs
(Ibekwe, 2020). Traditional music, then,

is a practice that represents a people’s
tradition without being influenced by
other cultures. It encompasses almost all
indigenous activities that are essential to
people’s lives within a culture. (Ibekwe,
2020).

The way of life of the Indian people
is also defined by their culture. The
languages, religions, dancing, music,
architecture, food, and customs of India
vary greatly from state to state. The Indian
culture, which is sometimes described as
a mix of numerous cultures, encompasses
the Indian subcontinent and has been
influenced by a millennia-old past. India
is one of the world’s most religiously and



ethnically diverse countries, having
strongly religious civilizations and
cultures.

The State Sikkim is located in the
western- most section of the Eastern
Himalayan regions where Sikkim lies 27
degree 5 minutes and 28 degree 10
minutes latitudes and between 88 degree
4 minutes and 88-degree 58 minutes east
longitude. It has a total size of 2,818
square miles or 7,096 square kilometers.
(Gurung, 2011). It is a tiny mountainous
state bordered on the north by Tibet, on
the east by Bhutan, on the south by the
Darjeeling district of West Bengal, and
on the west by Nepal. The capital of
Sikkim is Gangtok (Gurung, 2011).

The state of Sikkim is noted for its
ethnic variety and indigenous people. The
Lepchas, Bhutias, and Nepalese are the
three ethnic groups that make up Sikkim’s
population. They are straightforward and
industrious individuals. It can be said that
among Sikkim’s ethnic groupings that
Lepchas were the first occupants of the
state (Bareh, 2001). Because the Nepali
community makes up the bulk of the
population, Nepali is the official language
of the state. Apart from that, there are
various dialects spoken by Nepali castes
like as Gurung, Rai, Tamang, Mukhia,
Newer, Manger, Sherpa, and so on,
however these languages are rarely
spoken within these groups. They
typically communicate in Nepali. The
official languages of the state of Sikkim
are English and Nepalese. The Hindu faith
is practiced by the majority of the
population. Buddhism and Christianity are
two more prominent religions practiced
by the people of Sikkim. Aside from that,
there are a small number of Muslims,

Sikhs, and Jains who are non-ethnic.
Plainsmen, in contrast to the ethnic
groupings, there are a few plains people
who have come here for decades.
Plainsmen, primarily Marwaris, came to
Sikkim to trade. The state of Sikkim is
home to people from all across India,
including Bihar, Bengal, Assam, Orissa,
Kerala, Punjab, and others. Some
emigrant plainsmen worked in
occupations other than commerce, such
as education and administration (K
Sharma, Bishnu; Chettri, Lokesh, 2020).

In Sikkim, the three ethnic groups
form a combination of three different
cultures, customs, and faiths. These
Lepcha, Bhutia, and Nepalese groups are
akin to a mash-up, each with its own
particular identity (Arora, 2007). There
is a mosque where there is a temple, and
there is a church where there is a
monastery. Traditional folk-dance styles
exist in each community. The Nepalese,
Lepchas, and Sikkimese all have their
own folk dances, each one distinct and
amusingly groovy.

Sikkim’s terrain is like a magnificent
bouquet, embellished with the vibrant
colors and essence of various appealing
folk dances, rituals, and traditions of
various tribes and castes. n (Sharma,
Bishnu K; Chettri, Lokesh, 2020).

Objective

1. To study the construction of
Chyabrung drum, as well as to
explore their playing skills,
purposes, and traditions.

Methodology

The study is exploratory and descriptive
in nature. The data has been collected



through unstructured interview schedule,
Group Discussion and in-depth interviews
have been carried out. Only the individual
belonging to the Limbo community have
been incorporated as respondent for the
study. The study was undertaken in
Tingchim Mangshila (North Sikkim).
Tingchim Mangshila is a village in
Dzongu Tehsil in North District of Sikkim
State, India. It is located 12km toward
South Sikkim from District Head Quarters
of Mangan 23km from state Capital
Gangtok. As the village had the maximum
Limbo population and this was considered
an ideal choice for research. Mr. P.B
Maboo along with his family members
and elders volunteered for the interview.

Limbo: The indigenous inhabitants of
Sikkim

Sikkim is home to a diverse cultural-racial
population, including Lepchas, Bhutias,
and Nepalese, among others, with
Nepalese making up the majority. Aside
from them, there are also other Nepalese
groups in Sikkim, such as the Sherpa,
Tshong (Limboo), and others (Limboo,
2018). The term Limbu is the eponym of
a hazy area. The name ‘Limboo’ loosely
translates to ‘archer’ or bow and arrow
carrier (Dutta, 2014). Limboo tribes are
known as Tshong, a trader, by Lepchas
and Bhutias in Sikkim, Subba means
village leader, and Yakthung means yak-
herds, another interpretation is yak means
hills and thungs means heroes, i.e., heroes
of the hill (Limboo, 2018). It is also
reported that the term Sikkim was derived
from the Limboo word Sukhim, which
means New and Khim meaning Palace,
i.e., New Palace, which was then distorted
into Sikkim. According to legend, when

Bhutia first arrived in Sikkim from Tibet
in the 13th and 14th centuries, they
discovered that Sikkim was inhabited by
the Lepchas and Limbos. Sikkim has only
existed since 1642 AD, when Phuntsog
Namgyal came to the throne as the 1st
Chogyal (King) in Yoksum, West Sikkim,
and attended the consecration ritual of
the first Chogyal (Subba, 2008). Sikkim’s
Limboos have the most registered
organizations, such as Sukhim Yakthung
Sapsok Songjumbo (Literary society),
Sukhim Yakthung Wenchha Chumbo
(Youth), Sirijunga Yakthung Sakthim
Phojumbo Art and Culture, Sukhim
Yakthung Nichhamcha Sapsok Chumbo
(Student literary society), Namdha
Sukhim Yakthung Saplan Chumbho
(Publication), In 1979, the Sirijunga
Limboo Cultural Society was founded in
Tharpu West Sikkim. The fundamental
goal of this society is to keep Limboo
culture and tradition alive, since they have
become more important to the Limboo
community. Every year on August 23rd,
the foundation day is commemorated,
providing a chance to represent and
promote Limboo culture across the world.
On March 31, 1981, the Government of
Sikkim recognized Limboo as an official
language. Limboo language was first
taught in schools as an optional subject
in 1968, and then in 1975, it was
upgraded to formal education as the first
vernacular or mother tongue in Sikkim’s
Government schools, and then in 2000,
Limboo language was made a core subject
for undergraduate study at North Bengal
University (Subba J. , 2002).

The Limboo are rich in Folk literature
that includes Mundhum, proverbs
folklore, folk songs and dances. The folk



literature of the Limboo is very rich and
because of that they have their own
identity. Their folk dances, songs music
and musical instruments are primitive
(Sherpa, 2021).

Result and Discussion

Chyabrung:

Chyabrung is a traditional percussion
instrument that is an integral part of the
Limboo community’s folk culture.
Chyabrung is known in Limboo as Kay,
which means Tiger. According to
etymology, Chyabrung was originally
constructed of Tiger skin. The name
Chyabrung comes from the exhilarating
sound created by the instrument, which
is comparable to a tiger’s roaring sound,
Chya-grung-grung (Sherpa, 2021).

Making Procedure:

1. Drum is made up from Duabanga
grandiflora (syn. D.
sonneratioides). Common Name in
Nepali is Lampate.

2. Wooden Log is cut from the Lampate
from about 24-36 inches depending
upon the region with two openings
on either ends.

3. Skin of Goat and buffalo is used to
cover the both ends of Chyabrung
which is stretched with bamboo
sticks in its earlier stages, left to dry
for several days and gets cleaned and
shaved before covering the
Chyabrung.

4. A bamboo ring is used to stretch the
skin on both ends of Chyabrung.

5. A bamboo nail like structure named
as khisa is used to sew the skin with
the bamboo ring.

Chyabrung Playing Techniques:

1. Chyabrung while playing is carried
in left shoulder in a certain angle to
provide an easy way to flex their
body in their dance movements or
sometimes carried for easy excess to
the drums.

2. Left hand carries the stick known as
Kesari Singh which is used to strike
the left side of the drum creating a
low frequency tone or style
commonly known as Singhjange. As
in Bol’s commonly known as Brung.

3. Right hand playing is focused on the
finger or the palm of the hands which
is named as Huk, while beating the
drum the palm rests on the ring of
the drum and fingers are used to
create a certain tone or style known
as Hukjange which represents as
Chya in Bol’s.

Uses of the Chyabrung Instrument:



Chyabrung is used in the Traditional
Limboo dance known as Kay Lang, Kay
meaning Chyabrung and Lang meaning
Dance. Commonly known as Chyabrung
Naach. Kay Laang is solemn dance
synchronized with footsteps performed by
male dancers of more than two.

1. The dance is most appropriate and
auspicious while solemnizing the
marriage ceremony known as
Mekkam.

2. It is used for welcoming special
guest known as Lamdhan like one
in laws, Bride grooms and royal
members

3. It is used in New house warming
ceremony known as Thak Thamma
ritual.

4. It is used at the time of offering the
newly harvested crops

5. It is also used in conducting death
ritual of Limboo

Conclusion

Limboos are one of the most important
tribes in the eastern Himalayan areas of
Sikkim, West Bengal, and Nepal. Since a
long time, the Limboos have lived in a
blended culture of several groups. They
have maintained their rich and distinct
culture to this day, which clearly
distinguishes them from the rest of
Sikkim’s ethnic groups. Digitalization has
ushered in a new era. Preservation of
ethnic groups’ traditional instruments is
essential for future generations to
comprehend and learn their roots,
customs, and culture. Thus, this paper has
attempted to chalk out the historical
narrative about the Limboo community

in Sikkim along with their indigenous
instrument Chyabrung.
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Abstract

Music has always been an inseparable aspect of all religions, particularly Christianity.
Worship in Christianity is essential for people to connect with God, and music plays
a significant role in it. This study investigated the impact of various types of music
on the emerging Church music of Sikkim, using age and gender as potential
influencers. Two hundred fifty people filled up a questionnaire with eight closed-
ended questions. These discussed the impact of contemporary Christian music on the
church as a whole and more specific aspects like musical tastes and instruments used
in different churches. Participants came from various churches, notably from the
Himalayan state of Sikkim.
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Introduction

At the Himalayas’ peaks, Sikkim is
geographically and culturally related to
the northeastern region and is one of
India’s most beautiful and diverse states.
Despite its tiny size, it consists of diverse
languages, cultures, traditions and
religions. The diverse nature of the state
led to the birth of various religious rituals
and music in the region. Music is very
much in the lives of the people of Sikkim;
their adoration and worship all revolve
around the very same factor, music. It is
the crucial element. It is there in every

religion, including Christianity.
Christian music has expanded beyond

the church and is still evolving up to the
present day, emerging on the radio,
television, concert halls, and at large
rallies and festivals (Evans, 2006). It has
stretched to incorporate a wide range of
styles. Rock, metal, rap, country, gospel,
urban gospel, easy listening, and pop are
all covered; whatever the musical
preferences are, it feels home. Today’s
Christians can discover anything to listen
to that they enjoy. Christian music is on
the move with its videos, radio stations,



awards, magazines, and online sites
(Praise, 2014).

Christian Music of Sikkim is no
exception. With the widespread of
Christianity in the region after the
contribution of missionaries. As per the
census of 2011, Christianity holds nearly
10% of its population and is overgrowing.
Christians can be found in all parts of
India and in all walks of life, with
significant people in South India, the
Konkan Coast, and the North-East.
Christianity emerged into various
denominations such as Roman Catholic,
Baptist, Presbyterian and Pentecostal and
now with independent churches with their
own musical preferences. Christian Music
has played its part in sustaining states
Gospel. (Bitenieks, 2012)

The face of Christian music has
evolved and grown over the last 30 years.
Still, the transition hasn’t happened
overnight through the sacrifices of
musicians/worshipers who dared to defy
convention and give the music its shape
following the times. It’s worth noting that
a study of the worship transformation and
its musical impact by (Myers, 2013)
concluded that while musical practices
had altered considerably, the overarching
framework had stayed unchanged,
implying that the alteration was
predominantly musical. Therefore,
heterogeneity of musical preferences in
such a small place with a minority
community gives rise to concern about
the actual picture of musical preferences
and choices among the Christians.
Various studies have been done on this in
different parts of the globe, making
Sikkim fresh and ready for this study.

The present study:

The following study investigates the
impact of contemporary Christian music
on Sikkim’s church music. In pilot
research, questions were asked to create
a structured closed-ended questionnaire.
These explored three essential topics:
preferred worship music in churches as a
whole and the extent to which
contemporary Christian music has
influenced Christian music of music.

Objectives:

The primary objective of the research is
described below:

1. To analyze the gender and age
differences in taste for different
types of Church music.

2. To analyze the effect of modern/
contemporary music on the gospel
in Sikkim.

Methodology:

For Church members, a systematic
questionnaire with closed-ended questions
was prepared. The respondents’ certainty
to the influences was projected in the
constructed sheet of questions. All of the
questions were answered completely and
thoroughly in the research. Due to Covid
19 protocols and restrictions, Google
forms were used for a questionnaire which
was distributed online through different
social sites like WhatsApp, Facebook and
emails. Surveys were done among
Sikkim’s numerous churches, the
Duration of the survey was 2 months,
dating from 11/10/2021 to 15/12/2021.

The 250 respondents were divided
into three age groups with a 15-year gap.
It was discovered that among the first age
group (15-30), a total of 176 respondents



were recorded, with 87 respondents
(49.4%) being male and the remaining
89 respondents (50.6%) being female;
similarly, among the second age group
(30-45), a total of 46 respondents were
recorded, with 25 respondents (54.4%)
being male and the remaining 21
respondents (45.6%) being female.
Finally, in the third age group (45-60), a
total of 28 respondents were recorded,
with 20 respondents (71.4%) being male
and the remaining 8 respondents (28.6%)
being female.

Music preferences of male and
female in church:

This segment of the study is based on the
responses of 250 people who took part in
a survey. This segment of the study deals
with the Gender and  its musical taste on
Church Music. The respondents ranged
from students to professionals, all
involved in Church activities.

The table below depicts their
preferences in greater depth.

Music Type

Indian Tradi-
tional

Gender Chris- Chris- Western Total
tian tian Christian

Music Music Music

Male Count 23 57 52 132

% within 17.4 43.2 39.4 100%

Gender

% within Music 52.3 44.9 65.8 52.8%

type

Female Count 21 70 27 118

% within 17.8 59.3 22.9 100%

Gender

% within Music 47.7 55.1 34.2 47.2%

type

Total Count 44 127 79 250

% within 17.6 50.8 31.6 100%

Gender

% within Music 100% 100% 100% 100%

type

Table-1

Table-1 divides male and female
respondents into three categories
depending on their preferred music.
Indian Christian Music was preferred by
44 respondents (52.3 % male and 47.7%
female), whereas Traditional Christian
Music was preferred by 127 respondents
(44.9 % male and 55.1 % female). Finally,
79 participants (65.8% men and 34.2 %
females) stated that Western Christian
Music is their preference. 17.4 %, 43.2
%, and 39.4 % of the 132 male
respondents listened to Indian Christian,
Traditional Christian, and Western
Christian Music, respectively.

We can also state that both men and
women prefer traditional and western
Christian music over Indian Christian
music out of a total of 250 respondents.

To summarise, males (17.4%) and
females (17.8%) prefer Indian Christian
music. We can also observe that western
Christian music is ranked between the
most and least preferred music, with 39.4
% of males and 22.9 % of females
preferring it.

Respondents are further separated
into age groups based on their preferred
music, as shown above. 24 respondents
liked Indian Christian Music, 86
respondents preferred Traditional
Christian Music, and 66 respondents
preferred Western Christian Music in the
first age group (15-30). Similarly, among
those age 30 to 45, 12 liked Indian



Christian Music, 24 selected Traditional
Christian Music, and 10 preferred Western
Christian Music. Finally, among those
aged 45 to 60, 08 respondents favoured
Indian Christian Music, 17 liked
Traditional Christian Music, and 03
preferred Western Christian Music.

There are total no. of 176
respondents in the first age group (15-
30), similarly 46 in the second age group
(30-45). Lastly 28 respondents in (45-60)
age group.

It is clear from that Traditional
Christian Music is the most popular
among all three age groups. We can also
see that the 15-30 age group chose
traditional and western Christian music,
whilst the 30-45 and 45-60 age groups
preferred Indian and western Christian
music.

Influence of contemporary Christian
music

This segment of the study is also based
on the responses of 250 respondents,
which was done to obtain the data on
whether the influence of Contemporary
Christian music in the present  Church
music is good or not. The respondents
were a diverse group of church members
who were involved in the worship
activities.

The table below depicts their
preferences in greater depth.

Gender Influences

Yes No Total

Male Count 112 20 132

% within 84.8% 15.2% 100%

Gender

% within 53.6% 48.8% 52.8%

responses

Female Count 97 21 118

% within 82.2% 17.8% 100%

Gender

% within 46.4% 51.2% 47.2%

responses

Total Count 209 41 250

% within 83.6% 16.4% 100%

Gender

% within 100% 100% 100%

responses

Table-2

Table-2 divides male and female
respondents into two categories
depending on their views upon whether
the influences are positive or not. The
respondents who agreed that the influence
has been positive were a total of 209
respondents (53.6% male and 46.4%
female), whereas those who didn’t agree
were a total of 41 respondents (48.8%
male and 51.2% female). According to
the data we can perceive that the growing
influences has made a positive impact
towards the present Church and its music.

The same section of the study is now
analysed with their age groups,
respondents are further separated into age
groups based on their responses, as shown
above. In the first age group (15-30) 150
respondents chose Yes and the other 26
respondents preferred No as their answer
which made a total of 176 respondents.
Similarly, among those age 30 to 45, 36
respondents chose Yes and the other 10
respondents preferred No as their answer
which made a total of 46 respondents.
Finally, among those aged 45 to 60, there
are total no. of 28 respondents amongst
which 23 chose Yes and 05 of them chose
No. According to the Data obtained we
can understand that the impact produced



by the  influence of contemporary
Christian music has been positive and also
has been helpful in growth of Church
Music.

Conclusion:

Worship is a human reaction to the
divine’s sensed presence, which is holy
and beyond regular human activity. In the
Bible, worship alternates between
personal and collective experiences. It
establishes a personal contact between
man and God. God made man for the
sole purpose of praising Him. This
invitation to worship emphasises worship
as a universal priority and every believer’s
primary task (White, 2012). While
traditional Christian music is currently
preferred in churches, the song type most
frequently voiced in daily services is
trending contemporary gospels, which we
can attribute to the majority of youth.
According to the study, these influences
has a good impact aided expansion of
church music; it has also served as a
channel for church congregations to
communicate with churches outside of
Sikkim. However, just as two sides of
the coin, so does the impact of influences;

with influence quickly increasing, the
study’s last portion indicates that the force
has pushed traditional Nepali Christian
instruments and music to the brink of
extinction. Even though youths have been
an essential element, the study finds that
church elders are more open to influences
in the church and are more aware of the
impacts on traditional Nepali Christian
music.
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Abstract

Background: The Indian classical music is the richest form than any other music in
the world. The Indian classical music is a guru shiksha tradition or Parampara
which denotes a succession of teachers and students and is still continue from
generations to generations. The main elements of Indian classical music i.e. Raga,
Tala and Laya. A Raga is the melodic form of Swaras (Notes). Methods: The mood
and the sentiment of a Raga is expressed through Bandish (composition). ‘Bandish’
is a Poetry or Lyrics form which has meaningful words. The North Indian Climate
has Seasonal variations which are very related to Indian Classical Music. There are
some Ragas based on seasons. Bandish also consists of Seasonal lyrics form which
depicts the atmospheric value of nature. Conclusion: The North Indian Classical
Music inspired me to work with the collection of Bandishes which have the literature
of Seasons’ depiction. Which will be really helpful to the learners to inculate the
value of Bandish and Season.
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‘Bandish’ is a Persian word which means
to bind. The Indian classical music has
two types: Nibadh and Anibadh forms.
Here only Nibadh form is taken under
Bandish that’s because bandhishes are
defined under the Nibadh Sangeet.

In Indian Classical Music, Nibadh
form is Bandish. Bhatkhande has used
‘cheez’ word for Bandish. The
composition or geet which is binded in

Swaras, Taal and Laya is called Nibadh
Sangeet. From the origin, the Indian
Classical Music is known for Gayan,
Vadan and Nritya. In which Geet (Song)
is mainly taken. The others left are based
on geet. In actual, the existence of Raga
and Tala can only be understood by
Bandish. By these Bandishes, Music
tradition can be uphold through Guru
Shiksha Parampara.1



In Indian Classical Music, Bandish
is a specific literature form in any
particular Raga. With Raga Bandish, Rala
is performed with Tabla or Pakhawaj. In
Gayan, Bandish is known as Cheez. In
gayan sangeet, ‘Bandish’ is a form which
is tied up with Tala and Laya. From
generations to generations Khyal,
Dhrupad, Dhamar etc. gayan shellies have
been continued in Bandish form. In Music
Instrumental, Gata is used in place of
Bandish.2

In North Indian Classical Musical
composition is known as Bandish. In
North Indian Classical Music, Bandish
has an important role. The types of geet
(song) in Dhrupad, Dhamar, Khyal,
Thumri, Tappa, Dadra etc., is called
Bandish. Bandish word is the instead
name of Ancient Prabandh. Every type
of literature form of a song, poetry in
various forms of Indian classical Music
is called Bandish. The performance of
gayan based on Bandish means particular
style or way is called shelley of gayan,
vadan mode.

‘Swara Raga’ and ‘Laya Tala’ both
are equally important part of Music.

Pt. Sarangdeva defined Bandish as;
“rnjjak swara sandarbho gita

kityabhidiyate”3

Bandish has three elements:
1. ‘Tonal Swar’ of specific Raag.
2. ‘Bandish’ is to be bound in any

specific theka of Tala.
3. ‘Pada’ in which there will be

significance of words and has been
taken care of Samvaad Bhav
(Consonance Mood).

In every Gharana, there have become
different Musicians who constructed
bandishes with the help of Swar, pada in

their own individuality, imaginative and
perspective. That’s why Bandish made by
these creators appear to have different
different shapes.4

It has been seen since ancient times,
there must have been meaningful or
meaningless words in music. Actually if
the medium of music is emotions and
sentiments then to reveal, it is natural to
have words or song literary words. Hence
the words of songs or geet are called
Bandishes which are tied to music.

Meaning of Bandish: In various
dictionaries, Bandish word has different
different meanings. In ‘Manak Hindi
Kosh’, Bandish means ‘to tie’. The
process of tying sentiments, stages of
poetry, sentence, words plan, composition,
Parbandh like Geet or Song or Bandish
of Ghazal. It is like management or initial
arrangement before doing any important
work.5

� In ‘Hindi Sahitya kosh’, Bandish
means Management, arrangement,
composition. etc.6

� In ‘Hindi Vyutpatti Kosh’, Bandish
means to tie, initial arrangement,
barrier.7

� In ‘Sanskrit Shabadarth Kostub’,
Bandish has Bandh dhatu like
Bandh: to tie, relation,fastened,
specific words build form.8

� In ‘Sanskrit Hindi Kosh’, Parbandh
means bondage imagination.9

� Actually Bandish is a Persian word.
� In Urdu Lughat (Dictionary),

Bandish means arrangement of
Words.10

� Bandish is known as Composition
in English.

According to Vamanrav H. Desh
Pandey, Bandish is not just a literary form



nut also a Tonal form and its singing
modus is, which defines its words. With
creativity variations in short expansion,
Bandish is internally tied in every twirl.11

‘Bandish’ term is defined word for
both Gayan,Vadan (Vocal, Instrumental)
Music.12

Acc. To Vani Bai Ram, ‘Rachna’ is
taken in the form of Music and a Geet or
Song which is always divided in to three
or four lobes like:

1. Sthayi
2. Antra
3. Sanchari
4. And Abhoga.13

In Instrumental Music, Gat word is
used in place of Bandish.

In ‘Groves Dictionary Of Music And
Musicians’, Composition means that Form
which is formed by Musician.14

For Bandish eneluctable ingredients
are:

1. Tala
2. Swarawali
3. Raag compatibility
4. Literature of Bandish
5. Mukhda of Bandish
6. Aesthetics in Bandish
7. Succulence and Emotiveness.
Bandish in Ragas and its types:

Bandish based demonstrable singing
process means the specific method is
called shelley (genre) of Gayan and Vadan
recipe. In every singing genre of Indian
Classical Music Bandish has great role
so we can say that without Bandish Raga
is unenlivened as Geet or Song without
Swara and Laya.

With the progression of constituents
of Bandish there is also prolongation of
Raga. There is no any other way to show
off newness in Raga gayan.15

The swaras of Bandish which indicate
Raga, have important role in Music. In
Music there is an equal role of Literature
as Swaras in Ragas.

There are many of Ragas which are
depicted through Paintings and Literature
form. Therefore Bandish is the best and
separate method which defines properly.

Accoring to V.N. Bhatkhande, A
Singer becomes visible towards a little
and little Swara Rachna or Composition
in any specific Raga. To make that safe
there is need to have some or the other
word composition. in that Swara Rachna,
Singer without involving in any
aesthetical squabble of Poetry he makes
his own composition.16

There are three types of Bandishes
in Ragas:

1. Which shows attentions towards
Ragas

2. Based on Seasons
3. Based on Sentiments and Aesthetics.

There are many Gayan Shellies
(Genres) in our Indian Classical music
like Dhrupad, Dhamar, Hori, Khyal,
Thumri, Tappa, Sadra etc. in which Raga
based Bandishes are sung. Some of these
Bandishes are based on Seasons having
different moods and sentiments.

Seasons in North India: India has
the Tropical Monsoon type. Influenced
by Himalaya and other factors there six
Seasons in the North India which is the
sub-continent part of South Asia. These
six Seasons are:

1. Spring
2. Summer
3. Rainy
4. Autumn
5. Pre-Winter
6. Winter



Relation Between Bandishes and Sea-
sons:

We know that Bandish is a literature form
which carries different emotions and
feelings. From the Ancient time, our
Music Scholars have been so attractive
and well known to literature, poetry.
Which let them the attention to make
equal co-ordination of Music components
and Literature forms. There should be
equal ratio of Raga emotions and poetic
feel which make the Listeners ecstatic.

Pt. Damodar defined main six Ragas
and their Raginis and their relation with
Seasons.

Likewise Shri Kanth also described
the relation between Ragas and Seasons.

Raja Man Singh Tomar has the same
Ritu Sidhant like Fakiirullah. Pt.
Sarangdeva, Raja Man Singh Tomar and
Maharana Kumba etc. have accepted the
Season effect and mentioned Ritu Sidhant
and did classification Ragas based on
Seasons.

In Indian Classical Music we see the
poetry of Ragas which is related to their
mood. Hence if the Raga is based on the
Season there is also predictable image of
Raga in Bandish.

There are some Bandishes based on
Seasons:

Raga Miyan Malhar

Sthayi: Dhun dhaam te aayi badriya
Garj barse jhahre jhoom jhoom

Antara: Morwa sher kahe papiha pukare
Taaye pawan chalat jhoom
jhoom

Raga Basant

Sthayi: phooli Basant bahar pyare

Na sharki shavi dekhi man mein
Antara: Nargaso sanjui gulab gul kheru

Gul laala genda aur belrian
banaban mein

There are many Bandishes in which
we can observe that the literature of
Bandishes depicts the Seasonal emotions.
There are some Ragas like Megh Malhar,
Bahar, Malkauns in which the literature
of Bandish depicts both the Raga and
Season. hence there is great relation
between Bandishes and Seasons. Some
Raga based on Seasons:

Season Raga
Basant Basant, Hindol, Bahar
Summer Deepak
Rainy Megh, Malhar
Autumn Shri
Pre-winter Malkauns
Winter Bhairav
Likewise there will also have the

seasonal depiction in Bandsihes in these
Ragas.

It was my main focus to justify the
relation between Bandishes and Seasons
in North Indian Classical Music. The
learners can also get the value to know
about the richness of Indian Classical
Music and its Climate.
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ABSTRACT

Education is said to be the most powerful equalizer of people’s endowments, with
which they expand the horizon of life choices, grasp economic opportunities, gain
higher living standards, pursue happiness, and enjoy a life of wellbeing. In today’s
multi-cultural world, education necessitates adjustment. Adjustment is the component
part of human life. Adjustment is the interaction between the person and his
environment. When the external and internal forces work in opposite directions
adjustment process became complicated. In such a case mental and physical balanced
is missed and the individual suffers from frustration. In all countries there are some
deprived sections of the society have to struggle hard for survival and development.
The individual may be socially economically and educationally disadvantaged. The
education inputs are expected to facilitate the educational process and attract
disadvantaged children to school, college. It is fact of experience that large majority
of socially disadvantaged children are enrolled in regular class rooms with normal
children. Children with different abilities, different skills, different backgrounds, and
different cultures get educated together, providing them an opportunity to hone their
adjustment skills thus acting as a training ground for the rest of their lives. During
school life, a child has to learn to co-exist and co-operate with students and teachers
of different religions, different cultures, different opinions and a different outlook
towards life. There is a need to explore the adjustment problems of school going
adolescents and the influence of various demographic factors on their adjustment
abilities. The present study was aimed at exploring the adjustment problems of
secondary school students in a cross-cultural perspective.

Keywords

Adjustment, Cross cultural adjustment, Cross-cultural, Secondary school students.



1. INTRODUCTION

THEORITICAL BACKGROUND

In psychology, adjustment refers to the
behavioral process of balancing
conflicting needs, or needs against
obstacles inn the environment. Adjustment
disorder occurs when there is an inability
to make a normal adjustment to some
need or stress in the environment. In
general, the adjustment process involves
four parts i.e.,

� a need or motive in the form of a
strong persistent stimulus

� the thwarting or non-fulfilment of
this need

�  varied activity, or exploratory
behaviour accompanied by problem
solving

� some response that removes or at
least reduces the initiating stimulus
and completes the adjustment.

It seems, over the years, very limited
amount of research has been done on
adjustment problems of adolescents. Most
of the problems centring adolescents are
physical appearance, health and physical
development, marks scored, relationship
with members of their families, their
teachers, and peer of both sexes and home
adjustment. Socially disadvantaged
children possess the certain
characteristics. Firstly, socially
disadvantaged children seem to be
unhappy, lifeless, discontented and
emotionally disturbed over the conditions
of life. Secondly social children hate their
parent, teachers, headmasters, police
personnel and other in authority. Thirdly
because of poverty of their family some
children always depend on public aid and
approach people for financial and other

kind of help for their education. Fourthly
some disadvantage children associate with
peer group which are attempting to defy
authority. Fifthly they like to remain
isolated and do not participate in
academic discussions.

IMPORTANCE OF THE STUDY IN
PRESENT CONTEXT

Adjustment is a dynamic and interactive
process that takes place between the
person and the environment (Lischinski,
Farbman, Uyttendaele, &amp; Szeliski
2006). Adjusting to a new culture can be
a challenging and stressful experience.
Rigorous academic demands along with
the challenges to adjust to a new culture
may put international students at a greater
risk than students in general. Generally,
cross-cultural adjustment is
conceptualized as the degree of
psychological comfort with various
aspects of a host country (Black, 1988;
Oberg, 1960; Nicholson, 1984). Many
qualitative and quantitative studies on
adjustment experiences of international
students have identified the following
socio-cultural adjustment factors
commonly encountered by international
students across the globe in their
respective foreign institutions of higher
learning language barrier (Searle &amp;
Ward 1990), mismatch of cultural values
(Mehdizadeh &amp; Scott 2005),
discomfort with the new physical
environment (Searle &amp; Ward 1990),
difficulty and frustration in establishing
friendships and relationships (Searle
&amp; Ward 1990, Wang &amp; Shan
2006; Lewthwaite 1996), low
participation in social events and leisure
activities (Mehdizadeh &amp; Scott



2005), discrimination and stereotyping ,
lack of practical social support
(Mehdizadeh &amp; Scott 2005)
accommodation difficulties ,dietary
restrictions , and financial stress (Burns
1991). The predominant academic factors
of adjustment experiences identified thus
far amongst international students are the
different teaching and learning
approaches/methods (Stoynoff 1997;
Major 2005; Zhang 2002; Lewthwaite
1996; Mehdizadeh &amp; Scott 2005),
different relationship between faculty and
students (Wang &amp; Shan 2007; Major
2005; Zhang 2002), different expectations
set by the faculty (Major 2005; Zhang
2002), difficulty following academic
conventions, difficulty utilizing learning
resources (Stoynoff 1997; Wang &amp;
Shan 2007), inadequate language
proficiency levels (Lewthwaite 1996).
Thus, adjustment is an on-going process
demanded by one situation and then
another. It does not happen overnight.

There has been little study conducted
on adjustment with reference of cross-
cultural perspective and thus the
researcher is willing to study in this
particular area.

2. REVIEWS OF LITERATURE

With a view to put the present
investigation in proper perspective, a
review of literature is attempted in the
following pages.

The review of literature is presented
in the sequence of objectives of the
research. But some of the objectives are
not covered as no researches in those
areas are reported. Only those areas
covering the objectives wherein earlier
researches are reported have been

included in the research review:
Nehra, (2014), in the study

“Relationship between Adjustment and
Emotional Maturity of IX Class
Students” aimed to study and know the
relationship between adjustment and
emotional maturity at secondary stage. In
the present study, a descriptive survey
method was used. The sample comprised
of 100 students (50 boys and 50 girls) of
Class IX from 4 Government schools. The
study will be helpful for teachers,
students, parents and all the stakeholders
in the process of education. For the
present study Singh and Bhargav’s
Emotional Maturity Scale &amp;
Adjustment inventory by AKP Sinha and
R.P Singh was used to assess the
emotional maturity and adjustment of the
students studying in IX class. The
procedure adopted for administration of
the test questionnaire was distributed to
the students and they were given some
time limit. There was one correct answer
for each option which was cross marked
in the box given in front of the sentences.
Scoring was done according to the norms
and instruction given in the manual and
final analysis was completed by
calculating mean, standard deviation,
correlation and t-value etc. Result
revealed that: (i) there is no significant
difference between the adjustment of boys
and girls studying in class IX (ii) there is
no significant difference between the
emotional maturity of boys and girls
studying in class IX  (iii) there is no
significant relationship between
Adjustment and emotional maturity. The
findings of the present study may be
helpful to the students, teachers,
principals, administrators and educational



planners.
Agnihotri. (2013), in the study

“Academic Adjustment and Problems
of Socially Disadvantaged Senior
Secondary School Students” conducted
to achieve the following objectives: 1. To
study the academic adjustment and
problems of male and female socially
disadvantaged senior secondary school
students. 2. To study the academic
adjustment and problems of the urban and
rural area socially disadvantaged senior
secondary school students. Investigator
conducted the study to find the academic
adjustment and problems of socially
disadvantaged senior secondary school
students. So the sampling frame of this
study was the socially disadvantage senior
secondary school students. A total sample
of 200 socially disadvantage senior
secondary school students from different
Government senior secondary schools
were taken. In the study the investigator
used the following tools for the collection
of data. i) Adjustment Inventory for
school students (AISS) by A.K.P. Sinha
and R.P. Singh. ii)  Self-made
Questionnaire for the problems of socially
Disadvantaged senior secondary school
students. Data were computed with the
help of various statistical techniques i.e.
average, SD., correlation and t-test was
used to find out the difference among the
means scores of different variables. It is
concluded that the Average scores of
academic adjustment are higher in the
case of rural socially disadvantaged senior
secondary school students than urban
socially disadvantaged senior secondary
school students. It means academic
adjustment of urban socially
disadvantaged senior secondary school

students is more than rural socially
disadvantaged senior secondary school
students.

Basu, (2012), in the study
“Adjustment of Secondary School
Students” aimed at investigating the
adjustment abilities of secondary school
students. The Adjustment Inventory for
School Students (AISS) developed by
Sinha &amp; Singh was employed to
assess the adjustment level of the students.
The study was carried out on a sample of
120 secondary school students, keeping
in mind various demographic factors. The
survey method of research was employed
to collect the requisite data. The data so
collected was analyzed using statistical
measures of Mean, Standard deviation and
t-test. The findings of the present study
reveal that there exist highly significant
differences between the adjustment of
secondary school students when
compared on the basis of gender, type of
family structure and medium of
instruction in school.

Rahamtulla and Raju, (2007), in
their study “Adjustment Problems
among School Students” intended to
examine the adjustment problems of
school students from urban and rural
schools of Visakhapatnam district.
Adjustment is a process by which a living
organism maintains a balance between the
needs and the circumstances. The
variables included for the study apart from
adjustment (family, social, academic.
financial and emotional) are age, gender,
class, type of school etc. The study was
conducted on a sample of 461 students
(197 boys, 264 girls) randomly selected
from the various government and private
schools from urban and rural areas of



Visakhapatnam district, Andhra Pradesh.
A standardized questionnaire developed
by Jain (1972) was adopted for this study.
The data was analyzed to examine the
influence of individual factors on
adjustment variables. The major findings
of the study have shown that adjustment
of school children is primarily dependent
on the school variables like the class in
which they are studying, the medium of
instruction present in the school and the
type of management of the school.
Parental education and occupation of the
school children also significantly
influenced adjustment.

Basantia and Mukhopadhya,
(2000), studied “the psychological
factors and achievement on tribal
students” and found that boys and girls
did not differ in terms of psychological
constraints. The degree of psychological
constraints differed between high
achievers and low achievers. High
achievers had low levels of psychological
constraints. It was revealed that
psychological constraints and academic
achievement are negatively correlated
with each other.

Tilak, (1995), undertook a study on
“academic alienation among tribal
High School students of Himachal
Pradesh in relation to their home and
school environment.” The study revealed
that, male and female tribal High School
students did not seem to differ
significantly with regard to their level of
academic alienation. Tribal High School
students belonging to high and low levels
of home environment, however, appeared
to have exhibit significant difference in
their academic alienation. There was no
significant interaction between sex of

tribal High Schools students and
permissiveness factor, nurturance factor,
reward factor, control factor, conformity
factor, rejection factor, punishment factor,
protectiveness factor, social isolation
factor and deprivation of privileges factor.
Tribal High School students belonging to
high and low levels of schools
environment seemed to show significant
difference in their Academic alienation.
Tribal High Schools students receiving
high and low levels of creative stimulation
in their school environment appeared to
have significant difference in their
academic alienation. Tribal High School
students receiving high and low levels of
cognitive encouragement in their schools
environment seemed to differ significantly
with each other with regard to their
academic alienation. Tribal High Schools
students having high and low levels of
permissiveness, and control in school
environments did not seem to differ
significantly with regard to their academic
alienation but high and low level
acceptance and rejection in their school
environment seem to differ. There was
no significant interaction between sex of
tribal High Schools students and total
(overall) school environment with regard
to academic alienation.

Annaraja and Ponnambala, (1993),
attempted to know the affect of psycho-
social factors the academic achievement
of the Scheduled tribe (ST)
adolescence. The findings of the study
were as follows: (1) regarding personality
factors. ST adolescence were better in
self- concept, temperament, independence
and adjustment than non-scheduled tribes.
(ii) STs showed higher occupational
aspiration than non- scheduled tribes. (iii)



Regarding intelligence non-ST
adolescence were better than STS. (iv)
Most of the non-ST adolescence belonged
to the higher socio-economic status group
while most of the ST adolescent girls
belong to the higher socio- economic
status group than non-ST girls. (V) ST
adolescence showed favourable attitude
towards culture and religion but they were
showing unfavourable attitude towards
caste and country. (vi) With regard to
academic achievement, non-STs were
better than ST.

Agrawal, (1992), in his study “A
Social, Psychological and Educational
study of Schedule Caste students
studying in High School of Lucknow
City” revealed that (i) the socio-
economic status of a Schedule Caste
student was found to be lower as
compared to that of a Non-Schedule Caste
student. (m) Schedule Caste and Non-
schedule Caste did not differ in terms of
their level of intelligence, but the
Schedule Tribe student aspired to low
level occupation and the level Academic
Achievement was to be lower as
compared to that of the Non- schedule
Caste students.

Sudharma, (1988), in the study
found the incidence of wastage and
stagnation among the Secondary School
students was maximum in standard X,
among boys, in rural areas as compared
to urban, and, in Scheduled Cates and
Scheduled Tribes as compared to other
caste pupils. Of the eight measures
adopted by the government for preventing
wastage and stagnation, only four were
found to be effective, namely lump sum
grants for SC/ST students, meritorious
scholarship for SC/ST students,

Secondary Scholarship and Coaching
Classes for SC/ST students.

MAJOR FINDINGS OF THE
STUDY

(i) The socio-economic status of a
Schedule Caste student was found
to be lower as compared to that of
a Non-Schedule Caste student.

(ii) Schedule Caste and Non-schedule
Caste did not differ in terms of their
level of intelligence, but the
Schedule Tribe student aspired to
low level occupation and the level
Academic Achievement was to be
lower as compared to that of the
Non – schedule Caste students.

(iii) Regarding personality factors, STs
adolescence were better in self-
concept, temperament,
independence and adjustment than
non-scheduled tribes.

(iv) STs showed higher occupational
aspiration than non-scheduled
tribes.

(v) Regarding intelligence, non-STs
adolescence were better than STs.

(vi) Most of the non-ST adolescence
belonged to the higher socio-
economic status group while most
of the ST adolescent girls belong
to the higher socio-economic status
group than non-ST girls.

(vii) ST adolescence showed favourable
attitude towards culture and
religion but they were showing
unfavourable attitude towards caste
and country.

(viii) With regard to academic
achievement, non-STs were better
than ST.



RATIONALE OF THE STUDY

Education plays very important role in
making the man well-adjusted in the
society. Education, in real sense, is to
humanize humanity, and to make life
progressive, cultured and civilized. It is
through education that man develops his
thinking and reasoning, positive
sentiments and skills, good values and
attitudes. There are the provisions in the
constitution for the education of socially
disadvantaged groups. The Education
commission 1964-66 in chapter VI
entitled “Equalization of Educational
Opportunity and Social change very aptly
observed”. This study will provide the
knowledge about the relationship between
the academic adjustment and the problems
of socially disadvantaged students. The
knowledge of academic adjustment of
students will be helpful for the teacher to
overcome different related problems. The
teachers will be able in making good
adjustment by adopting some measures.

The society that we live in has
become a close-knit environment, with
every aspect of culture and traditions
being blurred with every culture residing
as a unit. The study of cross-culture is a
not an unknown phenomenon and would
be expected to have a significant
contribution to understand the adjustment
of the secondary school students in the
context of cross-culture. The investigator
will try and understand the difficulties that
arise due to the fact of cross-culture. With
the help of this study the investigator will
make an attempt to understand the
psychological behaviour and attitudes of
certain cultures which either helps or
hinders the students to adjust properly in
a society. The support that the secondary

school students receive at school or their
homes may also improve or diminish their
ability to adjust in their society.

STATEMENT OF THE PROBLEM

The problem is therefore stated as “Cross
cultural adjustment of school students:
A study”.

OBJECTIVES

1. To study the adjustment of students
in their community.

2. To study the degree of adjustment
of students in relation to social,
educational and emotional areas in
school.

3. To study the extent or adjustment of
students in the cross-cultural
perspective.

OPERATIONAL DEFINITIONS OF
THE TERMS USED

� Cross culture: “Culture is to society
what memory is to individuals”
(Kluckhohn 1954). It includes what
has worked in the experience of a
society, so that it was worth
transmitting to future generations.

� Adjustment:  The relationship
between students and their
environment especially social
environment of school like
adjustment with peer group,
teachers. Arkoff (1968) quoted in
Abdullah et al. (2009) defines school
adjustment as a person s interaction
with his or her environment and
covers academic achievement,
personal growth and
accomplishments outside the
classroom such as in art, music,
creativity and leadership.



� Cross cultural Adjustment: Cross-
cultural adjustment can be defined
as the degree of psychological
adjustment experienced by the
individual within a new society or
the degree of psychological comfort
and familiarity perceived within a
new environment (Black, 1988;
Black and Mendenhall 1991;
Selmer, 2002)

� Secondary school students:
Secondary school students refer to
students in grades 9-12 from the
schools of Siliguri, Darjeeling
district, West Bengal.

SCOPE AND DELIMITATIONS OF
THE STUDY

The scope of the study is to assess the
effect or adjustment at secondary level.
The researcher delimited her current study
to 120 secondary scho0l students selected
from Schools in Siliguri of Darjeeling
district, West Bengal. 1he secondary level
pupils or the study were taken from class
IX.

3. RESEARCH METHODOLOGY

The study was conducted in accordance
with following procedures:

DESIGN OF THE STUDY

The present study was Studied by using
descriptive normative survey method.

SAMPLE

A sample of 120 Class IX students
studying in various schools of Siliguri,
West Bengal was chosen through random
sampling technique for the present study.
Out of the 120 students, 60 male and 60
female students were taken. For the study

four schools were taken considering
private and government schools.

TOOL USED

For the present study the researcher was
used self-developed tools pertaining to
areas of Emotional Adjustment, Social
Adjustment and Educational Adjustment
along with the cultural perspective of
Language, Community, Cast, Type of
Family and Parental Occupation.

TECHNIQUE OF DATA ANALYSIS

In the present study the researcher used
self-developed tools pertaining to areas
of Emotional Adjustment, Social
Adjustment and Educational Adjustment
along with the Cultural perspective of
Language, Community, Cast, Type of
Family, Parental Occupation and the data
were collected from the schools directly
by the investigator personally.

4. RESULT AND DISCUSSION

Results were corroborated with earlier
studies and discussions were made
depending upon the analysis or the
collected data.

FINDINGS

The major findings that were obtained
alter conducting the study were:

1) In the Emotional Aspect it has
found that:

� Girls have high Adjustment in
comparison to Boys.

� Overall Emotional Adjustment of
Boys of different community shows
that Bengali and Marwari Boys have
higher percentage.

� Overall Emotional Adjustment of
Girls of different community shows



that Bihari, Nepali and Marwari
Girls have high percentage.

2) In the Social Aspect it has found
that:

� Girls were more Socially Adjusted
in comparison of Boys.

� Overall Social Adjustment of Boys
of different community shows that

� Bihari Boys had higher percentage.
� Overall Social Adjustment of Girls

of different community shows that
Bihari Girls have higher percentage.

3) In the Educational Aspect it has
found that:

� Girls have higher Educational
Adjustment in comparison to Boys.

� Overall Educational Adjustment of
Boys of different community shows
that Bihari Boys have higher
percentage.

� Overall Educational Adjustment of
Girls of different community shows
that Bihari Girls have higher
percentage.

4) In the Language Aspect, Hindi
was spoken by most students.

5) In Caste, there were higher
number of students who belonged to the
General Category.

6) In the Types of Family, Marwari
students had more belief in Joint Family
and Bengali student had more belief on
Nuclear Family.

7) In the Parental Occupation,
Marwari students had highest number in
Private Jobs and Bihari students had
highest number in Government Jobs.

5. CONCLUSIONS AND RECOM-
MENDATIONS

From the study the findings or the present
indicate that there are differences between

degrees of adjustment of students in
relation to social, educational and
emotional area school when compared on
the basis of gender, type of family
structure, language and community. Since
these differences were found between
degrees of adjustment of students in all
the areas of adjustment under study i.e.,
emotional, social as well as educational,
there seems to be an urgent need to
improve the situation. This calls for
priority-based action on the part of
academicians, policy makers, families and
all the concerned stakeholders to devise
measures to facilitate better adjustment
skills among the secondary school
students, The secondary school students
are at a very precarious stage of their
lives wherein they are still in the process
of exploring their place and role in
society. It is at this stage of their lives
that they are most in need of their
adjustment abilities. All the concerned
stakeholders ought to chalk out a plan of
action whereby the adjustment skills are
honed and differences arising due to
various demographic factors are
minimized.

FURTHER WORK

Further work is needed in several areas,
such as:

� The study can also be conducted on
college students.

� More demographic 1actors can be
introduced to assess the adjustment
among students.

� The study can be conducted on
working areas by introducing more
communities.

� The study can be conducted on
international exchange students with



the Indian scenario as a base for
study.

� The study can be conducted on
Indian students who have gone
abroad for their further studies.
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