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RANGASANGEETA

Notes

Music hasaspecia roleinthe dramatic presentations presented on stage. Thenature
of music used intheater isdeeply related to the emotions of the ply. Aswe know that
dramaisbasically anaudio-visua medium. Along with audibility, themusica qudity is
automatically attached toit. In drama, the combination of notesand soundsisdonein
the sameway asin music, but in theatre, thiscombination isdonefor apurpose. In
drama, songs are used keeping the devel opment journey of the story at the center,
somespecia instrumentsare used for theactivitiesof the charactersduring acting and
musi cismadethemain medium to create specific effectsor to expresslatent emotions.

With therise of modernity, many practical changestook placeintheatre. Therewere
a so extens ve experimentsregarding the purpose of musicinthedrama. Inthislesson
wewill discusstheater musi ¢ (Rangasangeeta) in these contexts.

[] LEARNING OUTCOMES

After studing thislesson, you-

° know the generd introduction of Rangasangeeta (theater music);

° know thetypes of Rangasangeeta (theater music);

° understand the contribution of Rangasangeeta (theater music) intheater staging;
° understand Rangasangeeta (theater music) and Rasa;

° know the usefulness of Rangasangeeta (theater music) in generalizing drama;
and
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Thestre: techniqueand | ® know about modern theater and Rangasangeeta (theater music).
desgn

15.1 MEANING OF RANGA SANEETA (BACKGROUND MUSIC)

What we know today astheater music isan independent and modern term which
completely underlinesthe objectivesand goa sof music used in drama. Instruments
and songsareanintegral part of dramafromitsvery beginning. Indian philosophers
like Panini and Kautilyaconsidered dramato be apart of music along with song,
instrumentsand dance. Thisisan ancient concept of theater and music. Alongwiththe
Notes classicd tradition, wed so seethe prominenceof musicinfolk traditiona theater forms.

Infact, when the adjective color isused with music, it acquiresaspecial meaning.
Often, when we usetheword Rangsangeet or Natyasangeet in the context of thesatre,
amusica form emergesin our mind which not only embellishesthe scenesshown on
the stage but also fulfillsits purposes. Many types of emotions, mental statesand
scenesaredisplayed inthedrama. In such asituation, mus ¢ enhancesthoseemotions
and makesthem feglable. Inthissituation, instruments and voi ces are used according
to themood of the scene.

Rangasaneeta in Natyashastra

What should be the Rangasangeeta (theater music) inthedrama?AcharyaBharat has
discussedin detail inthisregard. Six chaptersof the entire Natyashastraarefocused
on Rangasangeeta (theater music). Inthe 28th chapter, thereisadiscussion about the
useof musicd instruments, inthe 29th chapter, thereisadiscussion about the appropriate
useof rasaof different castesand thetypesof veena. Sishurainstrument isdiscussed
inthe 30th chapter. The 31t chapter discussesart, rhythmand variousrhythms. There
isacomplete description of Avan instrumentsin the 33rd chapter. Inthe origin of
dramaitsdlf, thereismention of adoption of ' Rangasangeeta(theater music)' eement
from Samveda. Dramahas originated from these elements: text, music, acting and
rasa. If wecongder thisfact asthebasis, then theessentiality of Rangasangeeta(thester
music) can be considered animportant basis of Sanskrit theatre.

Dhruvagana

Thereisdiscussion of Dhruvaganain Natyashastra. Dhruva Gaanameans songssung
indrama. They originatefrom different verses. AcharyaBharatahasgiven the r number
asfive- Praveshiki, Akshepika, Prasadiki, Antaraand Naishkramini. Now let usknow
theminsomedetail.
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Praveshiki Thestre: techniqueand
desgn

The Dhruvasung at thetimeof entry of the charactersat the beginning of theplay is
caled'Praveshiki'. Through thissong, theaudience can easily understand the nature of
thecharacter, hisstate and expressions. These songsarefull of emotionsand meanings.

Akshepika

'Akshepika means changing the order. For example, if thereisatheme of pathosin
the scene, then suddenly insinuate heroic sentiments. Inthisway, the song which brings
differencein emotionshasbeen called 'Akshepika. Itisof twotypes: fastand delayed. §| notes

Nashkramini

Attheend of theact, when the charactersleave the stage, the Dhruvasung at that time
iscaled'Naishkramini'.

Prasadiki

When arecent incident isimmediately presented in theform of asong, it createsa
differencein emotionsand makesthe audience happy, suchasongiscalled Prasadiki.
Inthis, themental state going oninthe character'smindis presented to the audience
through songs.

Antara

Antarameansin between. This Dharuvaissung when the character getstired, faints,
forgetsthedid ogue or sartsadjusting hiscostume, insuch astuation 'Antaral Dharuva
should besung.

Music in Folk Theatre

After Sanskrit theatre, we seefolk theater forms. Incidentdly, inthesethestrica forms,
like Sanskrit theatre, singing, playing and dancing have been prominent. Theonly
differencewasthat in Sanskrit theater, classica musicwasused whereasinfolk thester
tradition, it changedtoregiona stylemusic.

Scholar Jagdishchandra Mathur accepts the origin of Jatra, Macha, Rasleela,
Bhagavatamel, Tamasha, K oodiyattam etc. from'Sangeetak'. In Sangeettak, thereis
acoordinated form of dance, song, dialogueetc. aongwith sngingand playingmusical
instruments. Thereismention of Sangeetkain Shubhankar'streatiseinthefifteenth
century. The performancein which dancerssing and dancein thetheater according to
percussoninstrumentsiscaled musical. Song, instrument, dance, theater and theater
elementsare prominent in Sangeetat. L ater, by the middle ages, dialogue was added
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Thestre: techniqueand | to this sangeetak and the practice of language music started. There are many

design descriptionsof musicd experimentsinthe 14th and 15th centuries. Jyotirishwar Thakur,
Umapati Upadhyay, Vidyapati etc. in Mithilaand Shankardev, Madhavdev etc. in
Assam madethe use of dia oguethe main medium of poetic presentationsamong the
sangeetakas.

Infact, thisperiod of the early medieval period wasthetime of decline of Sanskrit
dramasandthepublic'sfaithin Bhagwat religionwasincreasng. Thewaveof Bhagwat
religion spread from Kashmir to Kanyakumari. TheMudim empirewasrapidly being
Notes established in India. Bhagwat religion nourished the spirit of the oppressed masses
and wished for their protection. Inthiscritical time, faith, belief and entertainment
among the people came down to one point. The political coup brought about huge
cultural changesin the society. Elite Sanskrit dramabegan to lack patronage and
number of demonstrationswereincreasing among the masses. Jaidev's composition
'Geet Govind' gave strength to theinfluence of Bhagwat religionintheatre. Inthis,
Jaydev presented a presentational form by combining music and danceinthe Raas
context of thetenth section of Shrimad Bhagwat. In this, he used thedia ogue method
inwhich dialogue and sutradharawere prominent. First, theinvocation wasgiven by
the Sutradhar and then Geeti dial og. Influenced by this presentation, Geet Govind
started being played in templesand Rajprasads (Court of theking) in other parts of
the country aso. Thus, wefind that the tradition of Sangeetakawhich wasgoing on
gnceancient times, played animportant rolein therise of traditiond folk theeter forms.
I ndian people considered Vishnu astheir protector and considered him asthemedium
to get out of thisdifficult Situation. In such asituation, from the very beginning, the
musical tradition of Yashogan, Charan, Bhat etc. presenting historical mythological
narratives created afavorable environment for folk dramas. Jaidev'sexperiment also
ingpired other saintsto do such experiments. Dueto palitica strugglesinan environment
full of fathand belief, theeter eventudly found shelter insomeroyd pdacesandtemples.
Thistemple becomethe auditorium for them. Prabhu's L eelabecametheplot (story)
of the performance and the devotees became the audience. In thisway traditional
religiousfolk dramascameinto existencein Indian thegtre.

Thus, from 1000AD to 1650AD, religiousfolk danceslike K utiyattam, Yakshagana,
Bhagavatamd, Raded a, KirtaniyaNachaand Ramledaemergedinwhichmusic played
amgor role. Inthe South, Sanskrit dramagetstransformed into traditiona folk dramas
andthen, taking inspiration from the South, traditional religiousfolk dramasstart being
practicedal over India.

With the decline of the Mughalsin the 18th century, therulers of Ragjasthan got the
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opportunity to work on language sangeetakas. ‘Manch'’ started with theinfluenceof | Theatre: techniqueand
Turrakaangi' poetic didoguestyle. 'Khayd' d so sarted in the beginning of thiscentury. design
Thepredominanceof heroictalesand love storiesin thethoughtsof Rgjasthan and the
inclusion of tunesand rhythms of Rgjasthani folk songsin their music- thesetwo
characteristicsgivethem apower, different from the devotion-oriented dramastyles.
Thesamething aso gppliesto'Manch' of Mawaand 'Swang' of Punjab and Haryana
which devel opedinthisera Inthe'Bhand Jashna of Kashmir, thereismention of the
arriva of anartist named Sadaf Bhand from outside. 'Alishahaand Hassan Shahinvited
somesingersfrom Karnatakato their court and asaresult many Carnatic ragasand
ragasof Kashmir wereincluded inthe’'Mugam system'. Inthe historical analysis of
traditional drama, werepeatedly find evidence of thistypeof cultural leadership given
by the South to the North. After sometime, an artist named 'Sadaf Bhand' camefrom
outside Kashmir and it was hewho released the theater style called 'Bhand Jashn'.

Notes

Inthe 19th century, dueto peaceinthe country and contact with Western culture, new
experimentstook placeon regional identity. New stylesemerged every day and the
old stylesal so continued with some adaptation.

Music in Parsi Theater

Inthecolonia era, aform of elitetheater influenced by Western styleemerged. This
theater had aclear impression of Western culture, completely different from Indian
philosophy. Theaim of Indian tradition wasrasanubhuti whereasthe aim of Western
theater wasto present the strugglesof lifeon stage. If we study western thegtre, we
will find that from Greek to Shakespeare, the story structure, language, setting,
presentation style and form of acting were beyond the Indian concept. After
Shakespeare, many experimentswere being doneintheWest. Withtheriseof redlistic
theatre, therewasno room for dance, music and theatrical technics.

Inthisthird phaseof Indiantheatre, we see Pars theetre. A theater whichwascompletdly
filled with astonishing scenes. It wasfull of characterslikehero, heroineand anti-hero.
Music wasthelifeblood of thistheatre. Sceneslike sadness, separation, anger, love
etc. were presented moreeffectively through songs.

English playshave adeepinfluenceon Pars dramacompanies. The Parsisadopted
acting techniques and other theatrical techniques from the English theatre. The
flamboyant and attractivevisua planning and setting aredll the contribution of English

plays.

Pars theater, which started from Bombay, made Cal cuttaand Delhi itscentre. Initialy
Pars theater wasresource-lessbut gradually they gathered the necessary resources.
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Thestre: techniqueand | Studiesshow that these theater companies had amazing special effects equipment.

design Referringtothis, Dr. Ramjanma Sharmasaysthat 'through these, Godswere shown
flyingintheair, heroeswere shown jumping fromthe pdacewal into theriver, fairies
were shown descending from the sky.' Thistechniqueof creating the effect amazed the
audience. People used to go with ticketsto see these fascinating effects. Thiswasa
different fedingfor the Indian audience.

Directors, playwrights, actors, designersetc. were hired assalariesin Parsi drama
companies. Female characterswere played by male actorsonly. Later, seeing its
Notes popularity, dancersa so started participating. Intheinitia period, these companies
presented Shakespeare'splaysin English and Gujarati languages. Later Hindi, Urdu
and Hindustani language mixed with Persian started being used. There used to be
agility indialogues dueto the strong use of music, strong poetry and powerful flow
through humor inplays. Playsweredivided into acts. The performancesof Pars plays
usually started at 9-10 pm and continued till 3-4 am. The play would begin with
invocation. Therewereinteresting scenes of war, love, bravery, happiness, sadness,
joy etc. onthe stage. Visua bonds used to bevery effective. Successful playsusedto
runfor amonth.

Music played animportant rolein Pars thegtre. In hispresentations, music used tofill
thedramawith energy. Delivery of dia oguesonthelinesof poetry, songsand dances
appropriateto the sceneand use of musical instrumentsto create the effect of drama
were prominent.

QY Vroxrausmows s

1.  Whenismusicusedindrama?

2. How many chaptersarethere based on musicin Natyashastra?

3. Howmany classeshavemusical instrumentsbeen divided?

4.  Inwhich chapter of Natyashastraisthere discussionrelated to rhythm?
5. Inwhichchapter arethe meritsand demeritsof singersdiscussed?

6. Whatisdhruvagana?

7. WhatisNaishkramini dhruvagana?

8. Onwhich method, themusic used in folk dramas?
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What isasangeetakaaccording to the Shubhankara? Thestre: techniqueand
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10. What arethemain elementsof folk dramas?
11. Whatisthespecidty of Khaya singing of Rgjasthan?

12. Whatwastheroleof musicinPars theatre?

15.2 NATURE OF RANGASANGEETA

Music did not originatewith theorigin of drama, but before drama, music gradually
devel oped with the beginning of human civilization. Itisapowerful art of expressing
human feelingsand emotions. Theater a so bringstogether different colorsof lifeon
thestage. In such asituation, Rangasangeeta(Theater Music) playsanimportant role.

Notes

Rangasangeeta(Theater Music) isanintringc part of any thegtrica presentation, which
isused to stimulate the emotion of the scene, to change the scene through background
sound, etc. Whenever wewatch afilmor drama, sometimesliveor recorded musicis
usedinit.

Rangasangeeta (Theater Music) is used in the drama in the following ways-
1.  To Present the Theme of the Play (Theme Music)

Thismusicisoften presented intheform of aapindrama. Just asthememusic
isusedinfilms, smilarly in playsalso. Themain theme of theplay isoften used
asthebasisfor thismusic. If the main objective of the play isto excitethe
audience, thenthethememusicwill aso beof thesamenature. Smilarly, if the
mainthemeof theplay isrdigiousor worship of adeity, thenthecompaosition of
thememusicwill also beaccordingly.

L

To Connect the Scenes of the Drama to Each Other (Linking Music)

We know that adramahasaseries of scenes. Filling the gaps between scene
changesisabig challengefor thedirector and actors. Inthiscase, thismusic
workstotiethe scenesof thedramatogether. Thetimetaken for scenechange
isfilled. A play consistsof aseriesof scenesand each scenehasabasicidea. In
suchasituation, thismusicisused totransfer thefegling of one sceneto another.

3.  To Enter a Character (Intro Music)

Every character hasitsown specidty. Thismusicismadekeeping thisspecialty
inmind. TakethedramaAndhaYug for example. When Krishnaarrivesinthis
drama, how will you makehisentry interesting? It ispossblethat you will usea
particular tuneof theflute.
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Thismusicisused to makeasceneespecidly effectiveinadrama. For example,
playing of drums, trumpets, dundubhi etc. to makewar scenesetc. effective.
Useof melodiousmusica instrumentslikesitar for makeup scenes. Inthisway
aspecid effectiscreated through music suitableto the situation.

S.  Singing with Emotion (Singing with Expression)

Thistype of songsare used to expresstheemotionsof the characters. Itisoften
used for narration. Sometimes actors al so sing to expressthe emotions of the
character. In these songs, special emphasisis given to the emotions of the
characters.

Notes

6. ForActor's Activities (Movement)

Supposeacharacter isrunning after something, then therunning shown through
his actions can be made more effective by thefast beat of the dholak or drum.
Similarly, music played intimesof war, love, sorrow etc. can a'so beseenas
musicusedfor activities.

7.  For Special Character (Character Music)

If you have watched movies, imaginethe music that playsin the background
whenthevillain enters. Thismusic personifiesthevillain character. Similarly,
blowing of conch, bell etc. on theentry of adeity inadramawill a'so come
under thiscategory of theater and music.

QN Vroxrausnons sz

1. Whatisthememusic?

2. Whatislinkingmusc?

3. Whataremusiceffects?

4.  Whatisintromusic?

5. Howmusicheptoforwardplot?

6. Why song areessential for characters?
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15.4 RELATION OF RASASANGEET TO RASA

Acharya Bharat has said in  Rasanishpatti Sutra -
'Vibhanubhavsanchari sanyogadrasanishpettih'i.e. Rasaisproduced by thecombination
of Vibhava, Anubhav and Sanchari bhava (feelings0. Here Vibhavameansthe cause
of permanent fedling, i.e. thereasonsdueto which permanent feding arises. Thereare
two typesof them - Alambhana (support) and Uddipana (stimulation). Adamban - in
whichtheemotionisdependent and Uddipana- which simulatestheemotions. Imagine
the hero singing asong in mourning for the heroine. Inthisscene, the sad voice of the
hero, the main song, music and the sounds of lamentation will further stimulatethe
fedling of separationinthe heart of the audience. Abhinavaguptahasalso said that the
sound of songsalso expressesrasa. 'Gitabhditra Shabdebhyopi Rasabhivyakti', that
is, just asthewords used convey the sense of sarcasm after the sense of meaning, in
the sameway, thelyrical voice also conveysthe sense of emotion or rasaafter the
senseof itsform. Thus, ancient teachers consider song and sound asan expression of
rasa

RasakaumudikaraShrikand saysthat song (geeta), poetry (kavya) and drama(Natya)
- these three are the absolute sources of rasa. But the field of song and sound is
broader than poetry because only a Sahridya (kind-hearted person) can sing poetry
and understand it, but even achild can enjoy through song. In thisway, music makes
theaudiencefeel theemotionsof the scene.

Tone, rhythm and rhythm together with words createrasa. When aliterary work is
linked with rhythmand taal, then astream of rasaflowsfrom that work. Thevarious
movementsof thetaal can createrasawith or without the notes. We know that there
areninerasas mentioned intheliterature- Shringara, Veera, hasya, Raudra, Karuna,
Bhayanaka, Vibhatasa, Adbhutaand Shanta.

Inmusic, rhythm and taal are considered to berelated to different rasas. For example,
MadhyaL ayaisrelated to humor and Shringara. Thedelayed rhythm givesrisetothe
Vibhatsaand Bhayanaka and the fast rhythm givesriseto the Veera, Raudra and
Adbhuta.

For therasato be awakened, it isnecessary that the permanent feglingsresidinginthe
heart of theviewer should coincide with thefedings, experiencesand communicated
fedlingsbeing displayed. Only then doestheaudiencefed joy. Musicintensifiesthis
process, further arousing theemotions. For example, if thehero and heroineare mesting
on stage, then the combined use of songs sung and musical instrumentsplayed in that
scenemakesthe audiencefed thrilled and embellishesthe scene.
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desgn

The concept of dleviation of mental disordersisalsofoundin Indian thestre. Acharya
Bhattanayak, whilediscussing Rasa, haspropounded the principle of ‘Sadharanikarana
(smplification)'. According to Bhattanayak, there are three elements of poetry -
Abhidhaa, Bhavanaand Rasacharvanai.e. enjoyment. They believethat Rasadhwani
isthe soul of poetry. Vastu and Alamkaraare transformed into sound essence only.
Thus, according to Bhattanayak's opinion, Abhidhaaknowsonly the Vachyarthai.e.
themeaning of theword being said, Sadharanikaranaisdonethrough Bhavakatvaact
Notes and only after that the Rasaiis enjoyed through Bhojakatva act. Bhattanayak has
considered the term 'Sayoga mentioned in Bharat's Rasa Sutrato mean Bhojua-
Bhaak-Bhavarelationship and theterm 'Nishpatti' to mean 'Bhukti'. According to his
opinion, Rasaisderived from the rel ationship between Bhojua-Bhgjak-Bhavaand,
that is, Rasaisenjoyed by thesocia. Apart from Abhidha, he has accepted two new
trades called Bhavakatva and Bhojakatvafor the enjoyment of Rasa. In these, the
meaning of poetry isunderstood through Abhidha, that is, the meaning generated by
Abhidhaisrdatedto aparticular person. Then sentimenta actsrefinesthat ditemeaning
and generdizesit by removing itsconnection with aparticular person. Themeaningis
that through act of sentiments, the generalized qualitiesbecomefreefromthereation
of theindividual and become associated with the social, then therearenoindividual
characterigticsleftinthem. Inthisway, after thevibhavaadi isnormalized throughthe
Bhavakatvaact, the Bhojakatvaact makes usenjoy that normalized Ratyaadi Sthayi
intheform of Rasa. Themeaningisthat according to Bhattanayak, by overwhelming
the Rgjasand Tamas present in the hearts of social people, thedominant, generaized,
etc. permanent feelings, by stimulating the Satva Guna, the Vedyantar Sampark is
madeto rasa. Inthisway, generalization becomesastate in which the personality
dissolves. And the extraordinary isnormalized. Inthisway mental disordersbecome
normaized.

Whenever an audience comesto an auditorium to enjoy adramaperformance, various
kinds of thoughts of worldly lifekeep rising in hisheart. Hetakes hisplaceinthe
audiencegdlery. Thetheatrica performance begins. Withthethird bell, theaudience's
attention isdrawn away fromtheir worldly lifeand focuses on the performance. The
first music of Natyarambha connectsthe audience emotionally to the performance.
Actorsact onthe stage, speak dialogueswith various musical variations, the choir
sngsand playsand theacting takes place onthat music. In such agituation, the spectator
establisheshis'sdlf' with the characterson the stage. Theaudiencea so laughs, cries,
becomes sad and dances al ong with the characters asthey laugh, cry, feel sad and
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danceinjoy. Inthisprocess, the psychosis of the audience disappear longwiththe | Thesatre: techniqueand
actions of the character. That's why after seeing the scene of sadness, tears start design

flowing from the eyesof theviewer and hismind becomeslight. Inthisentire process
of cathars's, music enhancesthe processof emotiona connection and takestheviewer's
emotionsto ahigher level wherethe disordersof theviewer'smind disappear and he
experiences Brahmananda. Hismind becomesfreefrom varioustypes of stresses.
Arigtotl€s'catharg stheory' and Bhattanayak's's mplification theory' clarify thisprocess.

1.  Whatisthespoul of Kavya?

2. How are songsand sounds expressive of taste?
3. Whosecontributionisthe generaization principle?

4.  Whatisgenerdization?

14.6 MODERN RANGASANGEETA (THEATER MUSIC)

Inthe modern era, therewere huge changesin the artsdueto the meeting of East and
West culture. Theredismthat cameinto theater gaveanew dimensiontothestructure
of theatre. Musi ¢ began to be composed keeping redistic playsin mind. Realismand
experimentalist conceptstermed the purposeful music usedintheater astheater music.
Infact, theater music meansamusical composition prepared for aparticular scenein
athestrical presentation or for theentire play, whichincludessinging, playing along
with sound effects. Sometimesthe entire play isbased on musical composition and
sometimes music iscomposed as per the requirement of the scene. Music started
being used through background sound to create visual changesetc. Itsformat was
sometimes|iveand sometimesrecorded.

Thisfact isworth pondering asto why therole of musicintheater hasremained so
specia fromthebeginning till now?Infact, theater by itsnatureisbasicaly an audio-
visua medium. Thesceneincludesall theelementsthat arevisibleonthe stage, which
includesthe body of the actor and the equipment imposed on him, and theaudiois
related to sound, whichisachieved only through musicindrama. In such asituation,
the actor'svoice a so comesunder the scope of music. That iswhy Stanidavski, the
director and theorist of realism, a so considersthe actor's dialogue asmusic. Words
create animaginary image generated by memory in the mind of thelistener, sound
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Thestre: techniqueand | gives shapeto that image and music adds color (feeling) to that image. Insuch a
design Situation, that imaginary image becomesemotional. Theater providesvishility tothe
audibility of colors(emotions). Inthisway thosefedingsbecomered onthestageand

inthe heartsof the audience.

Inmodern Indian theetre, directorslike B. W. Karanth, Habib Tanveer gaveamodern
dimensiontotheatre. B. V. Karanth emphasi zed the sound configuration.

Regarding the essentiality of folk theater in Indian theetre, heaso says- "If wehaveto
discussIndian music and theatre, then gpart from Tamasha, Yakshagana, Bhavai etc.,
what Indian theater canwetak about?’Like him, many theater directorsexperimented
with theater stylesand their forms. Sometimes he used folk music and sometimes
composed songsbased onfolk tunes. Someonetook inspiration from classical music
and used musicinaspecia way inthedrama

Notes

Intheworld of theater music, the name of Ba-va-Karant can betaken prominently.
Thesoundsused by Alkazi intheredlistic play 'Ashadh KaEk Din' introduced Karanth
tothe'important roleof soundsinthestre. Hesays- "It wasan unforgettable experience:
the sound of crickets, the sound of galloping horses, the howling wind, all blended
together likemusic. Inthat scene, Mallikaisall alone, thereisno music of any kind,
just asmall lamp. Thecreeper isswaying dowly asif to symbolize the uncertainty of
life- uncertainty ascongtantly indicated by the sound of crickets. isbeing done. There
isnothing new inhislife: heisaningpirationto othersbut thereisno onetoingpirehim.
All thiswas new to me and it wasthen that | realized the importance of sound in
theatre. Dramal played 'Esrg’ in that production which | had learned in Banaras
before coming here. Thiswasthefirst timethat Karanthji had done sound composition
inaplay prepared under thedirection of Alkazi applying realistic acting principles.
Panchanan Patak, who was knowledgeabl e in songs, used to teach music, speech,
tonguetwister and 'songsof revolution'. Nemichand Jain himself used to teach Patak
drama. Being awriter himself, heinterpreted each line of the play inacompletely
different way. Karanth ji wasextremely impressed by this.

Habib Tanveer's name a so comes among the directorswho influenced theater the
most after independence. He moved away from realistic theater and brought folk
theater formsinto the mainstream and presented anew interpretation of modernity.
Music aso played animportant rolein histheatre. Hisactors, who were dance artists
from Chhattisgarh, were adept at acting in music aswell. Sometimesthey would sing
enmasse and suddenly transform into character. I nstead of getting entangled inthe
businessgoing oninthe play, hewould aso create afestive aimosphere on the stage
cong sting of songs, music and dance. Hereused folk music to suit thedrama. Fairsin
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Agramarket, danceof Madarisand eunuchs, Panthi danceand Raut danceinCharandas | Thestre: techniqueand
Chor, dance of tribalsin HirmaKi Amar Kahani etc. were some such occasions. design
Through the medium of musicin histheatre, hewould lighten the seriousand tragic

effectsand forcethe audiencetothink.

In hispresentation Baranam Van, he made effective use of themusic of Yakshagana
Hebdievesthat Shakespearesplayscontain charactersand momentsof high ambitions
and deep experiencesand hencethey correspond to the movementsof Yakshagana. It
also matchesthe heavy and fast-paced steps of Yakshagana. Accordingly, hetook
somemovementsof Yakshaganafor the movement of Macbeth. Shiviam Karanthdid § Notes
many such experiments- using different rhythms, intentionality, moving around onthe

knees - these were used to show aggression. Ba-va-karanth made many such
experimentsin hisplays. In hisview, every sound could beused inthesatre.

@*” WHAT HAVE YOU LEARNT

° If welook at both the streams of theatre, we see many formsinmusical drama.
Inredlity, theater and music arerelated to the scenein athestrical presentation.

° Itisamusical composition prepared for aparticular play or for an entireplay.

e Anextensvediscussionregarding musicisfoundin'Natyashastra written by
AcharyaBharataMuni. What should bethemusicinthedrama?AcharyaBharat
hasdiscussedindetail inthisregard.

° Thereisdiscussion of Dharuva Gaan in Natyashastra. Dharuva Gaan means
songssung indrama. They originatefrom different verses. AcharyaBharat has
given their number asfive - Praveshiki, Akshepika, Prasadiki, Antaraand
Naishkramini.

° Like Sanskrit thegtre, singing, playing and dancing have been prominentinthe
theatrical formsalso. Theonly differencewasthat in Sanskrit theatre, dramatic
music was used whereasin folk theater tradition it changed to regional desi-
margi music.

e  Tragediesbeganwith s mplecompositionsand farcesbegan with vulgar songs.
These stanzaswere sung intheworship of thegods Dionysus. Inthe Dionysus
festival, worshipers used to sing God songs. Playswere composed by adding
acting to these songs.
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Thestre: techniqueand ° Musicisusedinthefollowing formsinthedrama- To present thetheme of the
design play, To connect the scenesof the play to each other, For theentry of acharacter,
DramaFor specid effects, singing with emation, for the actor'sactions, for a

particular character.

e  AcharyaBhattanayak, whilediscussing Rasa, has propounded the principle of
'smplification.

° Music makestheaudiencefed theemotionsof thesceneinaplay moreeffectively.

Notes ° In modern theatre, music meansnot only singing and playing, but morethan
that, theuse of soundsas per the scene. Thisa so includesthedia ogues spoken
by the actor.

° B-V- Karanth isaname of modern theater who has deeply discussed theater
music.

(d
TERMINAL EXERCISE

1.  What doyouunderstand by Rangasangeeta(Theater Music)?

2. What isthediscussion of musicin Natyashastra?
What do you know about song planning intheatre?
What istherelation between music and rasa?

What is Sadharanikarana( generalization)?

o v M~ w

How rangasangeet used in modern theatre?

A
Q ANSWERS TO INTEXT QUESTIONS

15.1

1. Tomakeemotionsand menta statesmore palpable.
2. Musichasbeendiscussedinsix chaptersin Natyashastra.
3. Tat,Avandha, Ghanaand Sushir

4. Discussionrelated to rhythm hasbeen donein thethirty-first chapter of
Natyashastra.
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5. Themeritsand demeritsof singershave been discussedinthethirty-third § Theatre: techniqueand
chapter. desgn

6. Thesongssunginthedramaare Dhruvagana.

7. Thesong sung at the end of the act at thetime of the character'sdeparture
from the stageisthe Naishkramini song.

8. Themusicusedinfolk theater isbased ontheindigenousstyle.

9. According to Shubhankar, the performance in which the dancers sing
according to therhythmicinstrumentsand present dancesinthethesater is
called Sange«t.

Notes

10. Themaindementsof folk theater aremusic and dance.

11. IntheKhayal singing of Ragjasthan, veeraand love balads predominate, in
musi ¢ thetunes and rhythms of Rajasthani folk songsare used.

12. Musicusedtofill thedramawith energy inthe performances. Delivery of
didoguesonthelinesof poetry, songsand dances appropriateto the scene
and useof musica ingrumentsto createtheeffect of dramawere prominent.

15.2

1. Thismusicisoften presented intheform of daapindrama. Just astheme
musicisusedinfilms, amilarly inplaysaso. Themainthemeof theplay is
often used asthebasisfor thismusic.

2. Thismuscworkstotiethescenesof thedramainto unity. Thisfillsthetime
required for scene changes.

3. Thismusicisusedto makeasceneespecidly effectiveinadrama.

4. Dance, song, ingruments, dialogue, all these areimportant componentsin
Sangeetaka.

5. Oftenthereisalot of informationinadramawhichisnot presentedinvisua
form because if these are presented in visual form then there may be
unwanted expansioninthedrama. Insuch asituation, songsare planned so
that theinformation can be transmitted to the audiencein aninteresting
manner.

6. Indrama, songsarealso planned in such away that the emotions of the
characters can be underlined. For example, if the herois separated from
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Thestre: techniqueand the heroine, thenin thissituation songsare planned to express hispain of
desgn Separation.

15.3
1. Rasadhwani isthe soul of poetry.

2. Just asthe words used convey the sense of sarcasm after the sense of
meaning, inthesameway thelyrica voicea so conveysthe senseof emaotion
or taste after the sense of itsform. Inthisway, ancient teachers consider

Notes song and sound as an expression of taste.

3. Bhattanayak

4. Normdizationisastateinwhich persondity dissolvesand theextraordinary
becomesordinary. Inthisway mental disordersbecomenormalized.
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