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INTRODUCTION

“$6 3 gldl dl W oual sy

L Al - Al YR, 244 oY

el UAAL 2 ] A,

Yuigll Hestdl Widl uyd”

- ISR Al

Given the voice, | make it sing
And you filled the nector of seven notes
Seeing your such pleasure, O God,
There silpped a Malhari pearl from the mouth.

In the omnipresent world of God, it is not wrong to say
that the first cry of a man’s birth is the sound ; the first throb of
his heart is the beat and the pause, God’s creation of man is
quite different from all the creatores. It is true that in the creation
of the world, God has bestowed various powers to man as
compared to others.

- What a magic of God ! L
“He (God) gave us eyes to see them

and lips that we might tell,

‘How great is God Almighty

Who has made all things wel

III

In this chaotic and puzzled world, if there is any God — given
boon to man, then it is music, with music his creativity develops
and he is delighted. God has relieved man’s pain by presenting
him an ocean of music suitable to all the occasions from birth to
death from marriage to religious festivals Love and joy is increased
with human virtues.



T At |
Swareyesallyet Yogi
(Rigved, 23)
(By practicing notes a yogi becomes are with them)

31 T Sl T TS T JaTe A |
Abhi swaranti bahvo manishyo raja Namasya bhuvansya nisteh.
' (Rigved, 0, 85, 6)

Many sages of the world are related themselves to God by a
musical note. ‘

TRfEgd T gar e 3feed: | (FaE 8 33 2

Swarwntitva sute naro savo nirek ukithat (Rigveda 8, 33, 2)

Disciple, you have come to me with a desire to evolve your
self | give you a divine command. To attain to Him, If you call him
with music. He will give this love by appearing the recess of your
heart. | |

As Rabindranath Tagore rightly Says, “If there is any form of
heavenly beauty and a manifestation, it is music.”



, Chapter - 1
(Indian Music)

Bhartiya Sangeet



Chapter—-1
(Indian Music)
Bhartiya Sangeet

Scholars hold different opinions on the origin of music. Some

of the views are given below.

(1)

(I1)

In the beginning, music was originated by Brahma, the
creators of Vedas Brahma blessed this art to Shiva and
Godess saraswati received it from Shiva. Hence, the Godess
saraswati, also called Veena pustak dharin (the one who holds
veena a musical instrument and a book in her hands), is
considered the presiding Goddess of music and literature.
Narad recived the knowledge of music and art from the
Goddess Saraswati. He taught music to the Gandharvas,
kinner and the Apsaras in hevean from there the sages like
Bharat Muni Narad and hanuman, adept in musical art
incarnated on the earth for the disemination of music and
art.

According to the opinion of an author pleased by the ascetic
practices of Narad for many years, Lord Shiva bestowed the
musical art on him. Looking at the sleeping figure of parvati
Lord Shiva made Rudra Veena on the basis Her body and limbs
and created five ragas from these five mouths. Then after the
sixth ragas originated from the mouth of parvati. As Shiva looked
the East, the West, the North and the South and skywards there
appeared Bhairav, Hindol, Megh, Dipak and Shree Ragas
respectively and Raga kaushik was created by Parvati.

It is written in the ‘Shiva pradosh stotra’, that offering
the golden throne to Gauri, the mother of three worlds, Lord
Shiva revealed this wish to dance at the time of night fall. All
the Gods assembled on this occasion and started reciting



(1)

his praise. The Goddess Saraswati started playing veena,
Indra started playing Venu and Brahma kartal. The Goddess
Laxmi started singing and Lord Vishnu started playing
mrudang. To see this festival of music with dance the
Gandhravas, Yaksh, Patang, Urag, Siddha Sadhya, Vldyadhar
Gods, damsels were present.

According to Damodar pandit also (A.D. 1625) the author
of Sangeet Darpan, Music is originated from Brahma,
Justifying his point he writes:

gfetla Fafae Fgad WA T 7 |
TReas JUE-ITeY fayeaaed |l (Damodar Pandit Shlok -4, 44)

Druhinet yadnvishtam prayuktam bharate na cha |
Mahadevvsya purastnmargruyam vimuktdam | |

The music that Braham discovered, which Bharat Muni

experimented with Lord Shiva and which is liberating is called
'Margi' music.

With this analysis, the first stand point is justified to some

extent. Further Pandit has shown the origin of seven notes by
creatures in the following way:

YES gafd WX FHH ardenl dad |

3T agfd AR hisell Iefq weam

SIUTEREl ohie] hifohat q*tm‘T a%@ |

Tl § IO fad gglaed |

Taer 9 991 <fa {9 9gd T9T: 1| (Matang, Brahmdesi, Kohal,32)
Shadjam Vadti Maur rushbham vadet |

Aja Vadti Gandharam Kaujo Vadti Madhyam | |
Pushpsadharne Kale Kokilam: Panchmo Vadet |
Pravrutkale tu samprapte dhaivatam Darduro Vadet | |
Sarvda Ch tatha Daivi Nishadam Vadet Gajh: | |

5



Shadaj by peacock Rishabh by chatak, Gandhar by goat,

Madhyam by crow,

(V)

(V1)

Pancham by cuckoo, Dhaivat by frog and Nishad by elephant.

A French scholar opines, when hazarat Musa was observing
the beauty of mountains,while wandering there was
revealation, “O Musa Hakiki, you bit your stick on this stone.”
Listening to this divine utterance, Hazarat Musa bit his stick
severely on the stone. The stone broke in to seven parts and
from each part the stream of water started flowing from the
voice of that stream Assala malek Hazarat Musa created seven
notes which are called sa, re, ga, ma,pa, dha, ni.

Another Frech Scholar says that there is a bird called
‘Musikar’ on mountains in whose nose there. were seven
holes as in a flute. From these holes seven notes were
produced.

According to Froyed, musicis originated on the basis of child
psychology. A child learns the activities like crying, shouting,
laughing on its own. On that basis of psychology, music
manifested in human beings.

(VII) The followers of James Long also say that first human beings

learnt to speak then to walk and after becoming active, music
was born in him on its own.

In this way, various perspectives are seen in the subject
of origin of music. In the ancient scriptures, mainly there are
four standpoints of music.

(a) Shiva or Someshwar perspective
(b) Krushna or kalinath perspective
(c) Bharat perspective

(d) Hanumant perspective

6



Ravindranath Tagore says, “Music first begins, where there
is poetry in manifestation where the first step of music begins
where the divine language begins from where the common speech
manifests replete through words.”

To quote Sampurnanandji, “Music does its work by notes
away from words the language of notes is universal.”

Jaydevsingh Thakur says, “The language of musicis note swar
and note is mothertongue of every human being.”

In music, the world of beauty is created through the medium
of sound. Music gives one the ultimate joy. The subject of music is
the heart of the listener. Music expresses sentimental moods such
as bhakti (devotion), karuna (compassion), shrungar (aesthetic
beauty) etc. by the sound created the singer’s heart. To create
music man has to keep only the reflection of his soul in front of him.

The greatness of music is also seen in the infinite, Vedas which
has in its mystery of the universe. Music is contained in each and
every hymn of the Vedas.

Aristotle :-

If the seeds of moral values and appropriateness are to be
sawn in the human beings, music should be introduced at the
level of primary education.

An Immortal Novelist Munshi Premchandji :- When the
mental agony of a person becomes intolerable and incurable when
it does not get support from anywhere. When it does not find
solace even in the lap of cries and lamentations, it inclines to music.

Theory of Arab Music :- Music is the main foundation of the
science. It is created by God to remove end the present activities
of the world.



Pt. ahobal :-

These who know the essence of playing the Veena,
understand the difference between shruti and swar and know the
beating time in music leads the path of salvation.

Pythagoras :-
Music pervades in every particle of the world.
Shakespeare :-

The man who does not know musical art and is affected by is
a traitor and misanthropic.

Gandhiji :-

Music has the power to control anger, unfathomable peace
is attained due to that music leaves its everlasting impression on
heart ‘

Music is the answer of many melodies.
Music is the speech of angles.

Music is the universal language.

Music pleases and relaxes all.

Music can bring the dead back to life.

Music is not just an object entertainment but also an eternal
joy by which the soul is comforted. |

Eulogicings the Indian music it is written in the The Other
East Village an art journal of America, “The sound waves of Indian
music has a wonderful and exclusive power to relieve and make
vibrant the inner power of human beings.

8



The effect of music on human life :-

Music is the identical symbol of human values and cultural
traditions. It is the medium of expressing the felling and the bliss
of people.

The reverberating sound of river of music pervades not just
in human beings but also in all the animated beings and in the
particles of Nature. The sign of ‘naad Brahma’ is given ohly_to the
universal power of 'OM'. Music is such a thread of affection
pervaling through the world that it is all the time affected by the
natural course of the world and human unity.

It pervades in every particle of the world like a part of God
unexpressed silent, slow, grave sound of an assemblage of clouds,
roaring sound of waves chirping of birds in a garden these are all
various forms of eternal music.

Music is a yogic science. Its sharp tunes, vibrating the small
muscles of human body awake the latent ileummakes one reach
the ultimate stage of the uplift of the soul i.e. Moksha[Salvation].
It is the ultimate goal of Indian system of philosophy lord sings in
the Bhagvad Geeta: |

e a@ify dvd, AH &ed T 9 |
Aad 99 TRl 7 fdsifq RS 1| [Bhagvad Geeta, 51]
Nahm vasami vaikunthe yogina rhadaye nacha |

Madbhakt yatr gayanti tatr tishthami Narad | |

O' Narad :, “I do not reside in heaven, not in the heart of the
yogis | reside where my devotees sing.”

Scripturs say about music , “Music is beyond knowledge,
hymn medification and chanting because by the devotional
practice of music inner peace is attained.”

9



Northern Indian Classical Music

In India, there are two classical music styles, They are :
(1) Hindustani - Uttari
(2) Karnataki - Dakshini

Indian Classical Music System

aefy fg fag 9t ko daq: |

Fuliash <feror wnfeg&art a9 1l (Sangeet Sudhakar)
Tadapi dwi vidham shaiyam vakshinotar bhevatah |
Karnatakamdakshine syahindustani tapotare

Its meaning is :

Music is divided into two parts which is known as Dakshini
and Uttari Dakshini music is called as Karnataki and Uttari music
is Hindustani music KARNATAKI Music system it is famous only in
these three places : Madras Province, Mysore, Andhra Pradesh.

Except these three places Madras, Mysore and Andhra
Pradesh, It is also famous in southern coastal area. Hindustani
Classical music is famous in entire India. Which is known as
Hindustani Sangeet Ratnakar written by Pandit Sarangdey, it is
said that since 14th Century, the diversity of these styles had been
started. After sangeet Ratnakar in the books of both the different
styles 22(Twenty Two) shruties in Saptak have been accepted.
There is one opinion in both the styles regarding practice of twelve
swars in one saptak and in occasional application of other shruti
swars. In Antraas of Shudhdh Re, ga, dh, ni, of Southern music,
the differance was there, and so Shudhdha swars mIvgTyg o
Sa, re, ga, ma, pa, dha, ni, sa of south Indian Music bears similarity
with swars of North Indian Music. In Northern Indian music, the
principal language is Hindi and secondary are Urdu, Marwadi,

10



Punjabi and Vraj, Music related the first book in Uttar Hindustani
is ‘Rag Tarangini’ by Lochan.

In Uttar Hindustani music there are varieties of all the three
laya (speed, motion) Vilambit, Madhya and drut. In the end of
gayan, the climax of drut laya in Uttar Hindustani music pleases
us a lot.

In Khayal style of Northern Indian Music, once swar rachana
is determined, even after the singer can perform freely within limit
of norms of Raag and Taal with such performance audience will
enjoy it very much. In Uttar Hindustani music, Drupad, Dhamar,
Khayal, Thumari and Tarana are sung.

There some changes are made in music with the passage of
time. But its Indian element has not been changed. The pershion
musicians like Amir Khushro as well as Muslim musician had
welcomed the principles of Indian music with under standing. Due
to decreasing importance of Sanskrit language, both the styles
have kept seperate languages to express the music. There is
another reason for the difference in style, is geographical. India is
very great, which can be called as a continent. It was the time
when there was one language and one state, till then the formation
of descent was remained uniform but one seperation of languages
and states, these both the style became seperate, having different
speciality. The regional effect also can be seen on music of equal
style. Due to geographical effect on the singer of Delhi and Lucknow
and singer of Delhi and Puna, some little difference can be seen,
though they are singing Northern Indian music. More over the
presentation of all the persons are different because of their
‘nature traing and circum stances. This type of versatility can be
enjoyed in Northern Indian classical music. For that reason this
style is descent. Inspite of being many changes in Indian classical
music, its basic elements are eternal and perpetual.

11



The expert singer gets success at every moment in new
creation through his melodious voice remaining in limitations of
Raag and Taal by application of sensible shruti - swar. From the
middleage, our music developed on the path of Raag. Its final
development depends on independent presentation of the artist.
Thus, Indian music depends more on emotion side than
intelligence. Northern Indian classical music is being presented
by balancing the sentiments of heart with the norms of scriptures.

12




1:1 - Sound (Naad)

In music, the world of beauty is created through the medium
of sound. Music gives one, the ultimate joy.

The greatness of music is narrated even in the Vedas that
are Beginningless and Endless, and that consists of the mystry of
the universe. It can be said that music consists in each and every
hymns of the Vedas.

The sound (Naad) is Brahma and the heart of the man is the
form of Brahma The meaning of the word 'Naad' is originated
from the root of a verb Naad is an unexpressed sound.

TP’ MUEMH Sehiddd fag: |
ST SO ARIst g d

(Saramg Dev, Sangeet Patnakar, 2)
Nakarm pranamanam Dakar viduh |
jath pranagnisamyog tane nadobhi dhiyte.

In the root Naad 'N' sound for air 'D' sound stands for fire. The
sound 'Naad' is originated with the conjunction of these two
elements. In human body natural voice is called naad hence naad is
believed to have originated from human body and song from ‘Naad".

IRE Tyfa: Mg Yadd |
(Saramg Deyv, Part -, Shlok 7)
Sharirnnad sambhutih gitannad pravatrate.

Song is expressed by notes and speech through the voice
resulted from mouth that is why the word song is called
'sharirjagit' whereas in the man made instrument only the sound
can be produced, expressed and not the song, Hence song is called
an expressing sound.

13



(Saramg Dev, Swaradhyay Shlok - 1)
Gitam nadatmakam vadyam nadvyptya prashasyate.

However, from the scientific point of view, the world of music
is dependent on the sound waves. A throw on the object or rubbing
it vibrates the air which entres into one's ears, vibrates the ears
also due to this one's consciousness has a likeness of sound until
one's ears receive the vibrations created in the atmosphere sound
has no existence. World is dependent upon sound, but due to
limited hearing capacity, one is not able to hear all the sounds.

e A avf: 9E quifq verg: |
FOGT FERRISH Al S|

(Pandit Damodar, 1/14,28)
Naden vyjayte vernh padam vernti paduchh
Vachsa vyvaharoayam nadadhinmato jgat.

The whole universe is replete with sound because a letter
is emerged from sound, a word from letters, a sentence from
words, and speech from sentences. Thus the world of speech
works. In this way, the whole world is subject to sound, but human
beings should make use of such a sound that is effective in all the
occasions of life and that leads to liberation.

In this treatise, sound is also considered as one of the powers
of realization of Brahma. It is also mentioned that a practicing
devotee becomes so one with the melodic music of notes that
one feels that the whole world is the symbol of one soul and God.

There is a story in the Yogtaravali : “All the Gods together
went to Lord Shiva and requested to suggest means to succeed in
sadhana, at that time
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ey ferarent QuICTRITaTd 8T a9f-<d alen |
TN G A= AFIdaHIH || (Yogtaravali)
Sadashivotkani sapadalkshlyav dhanani vasanti loke
Nadanusandhane samadhimekm manyamahe
manyatmmlayanam.

Lord Shiva said that in all the practice of to be absorbed in
the self, ascertaining the sound is the simplest and the best. A
research on the movements of atoms came to know that the origin
of molecules revolving on and around their axis receiving direction
and ability is subtle power which can be considered a form of
sound.

There is a kind of throb in the stimulating power of Nature.
It can be compared to a twang produced by stricking a hammer
to a clock. The resonance after the twang is called the sound by
the seers. This sound is always in motion in subtleties of Nature
which is considered as the union of prakriti (NATURE) and Brahma.
With this action and reaction starts the movement of the world.
An atom gets movement from here, Innumerable waves of energy
are also originated from this centre. The essence originates from
a bindu (particle) like a manifold decentralization of one power as
in the saying ‘Akoham bahushyam’ (I am one in many ) This is the
centre of binduyog and naad Brahma. This is a separate Naadyog,
Sabdbraham in conjunction with illusion inspiration and desire
generates the inert and the conscient deep into the higher and
lower nature in the form of 'OM".

As the pendulum of a clock keeps swinging in the same motion
till the clock is wind. The same way the universe that has begun
keeps working in its own manner, It keeps moving for a long period
like a top spinning on its point. Its driving force is the original sound
of Sabdbrahme which is known as 'OM'.
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T TR far wid T R far @ |

T e for - TeAeTee ST |

S AT F_/T TS SHRA: 1| (Matangmuni, 35)
Na Naden bina gitam, Na Naden bina swarah;

Na Naden bina nrutam tasmanunadatmkam jagat;
Nadstrayo smruta Brahma nadstrayo janardanh:

Song tune or dance is not possible with out sound (naad)
and the world is subject to naad hence naad is the Almighty
Brahma.

I FEaHi fagd ST |

IS 9@ el A <chd JIEAE |

IS qIET <A1 sel fasy] wesel: |

T UIfgar 5 JSIed qeeTd: || (Matangmuni, 35)
Chaityanyam sarvbhootanam vivrutam jagdatmn
naad braham tada naad mandiliya mupasmeh,

Naad pasnayo deva Brahma Vishnu Maheshwar.
Bhavantyupasita nunum ysmodat tadatmpnah

Naad Brahma is knowledge and bliss in all beings by
worshipping naad, Brahma Vishnu and Mahesha are worshipped
to gather, They are identified with the naad.

Scholars have discribed two types of sounds; one that which
is not used in music second that which is used in music. In both
the types, the basis of distance is on sound waves, If the vibration
of the sound waves is irregular the sound is not useful for music.

But if the sound waves have regular vibrations, the sound is useful
in music.
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Sound

Strock Audible Strock Unaudible
I I |
Useful Not Useful
In music in music

Beaten sound (aahat naad) is the sound useful in music, It is
created with the conjunction of air and fire Narrating this music
maestro Tansen has written in his book Raag maala.

¢ YR A G &, T U S |

AR § FE ®, 9 fafafa s@rfT e

Dai prakar ko naad hai, sakhyo surmuni jani;
Tansen ju khyo hai, bahu vidhitine bakhani;

Tred g S g &, 3Med &Seh S

Tt WS WA T AR e q @i ol

Naahat naad jo mukti hai, Ahat ranjak jaani

Bhau bhanjan miya pragat nadahi khyo bakhani | |7] |

arg A TANT o IYSd 3R 1S |

A Gifiarar el U S=RAS 1R ol

Vayu, agni sanyog te upjat ahat naad |

Tansen sangeetmata khyo surni brahmnaad | |10] |
(Sangeet smarat tansen, 6,7,10, 36)

These thought of Tansen are the essence of Indian music
scriptures musicology.
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1:1:1 - Annahat naad : (Strock Unaudible)

In the Vedas the anahat naad is called the form of truth
consciousness Bliss (Sat- Chit- Anand )

Annahat naad is that which is apprehended by knowledge
only. It is the subject of spiritual practice of the yogis only . The
ancient sages and seers used to practise unbeaten sound. It is
liberating but not delighting. Hence it is also not useful in music.
This sound is produced without friction. It can be heard by the
contented yogis firm in judgement or wisdom, in their state of
devote meditation and they got absorbed in Brahmananda :The
bliss or joy substisting in absorption into Brahma. An appropriate
form of naad Brahma is the annahat naad. Sages of the medieval
times have defined this sound only. Its origin is said to be the form
of the sex / basic of men, the sound that is heard by covering one
ears with fingers is the anahat naad. The musicologists have given
the name 'Swaymbhu Gandhar’ to the anahat naad. It is complete
in it self, the practice done to achieve it is called ascentaining to
sound ! (Naadnu sandhan)

The anahat naad is also called an unexpressed sound. The
characteristics of such a sound are not found in treatises of music
but Matang Muni has first narrated about an expressed or
manifest sound in Bruhad deshi.

On the basis of the characteristics of the expressed sound it
can be said about the unexpressed sound that a word with out
letter is an unexpressed sound. It means that a sound which is
not dependent on letter or that which is even smaller than letter
is included in the unexpressed sound.

Vowels and consonants produced by human voice and the
manifestation of sound by instruments and Nature are not
included in ordinary words
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Following are the ways to understand the annahat naad :-

Practicing yogasana in the solitude and peace of night or
down, to sit in a comfortable posture. The head neck back and
stomach should be kept straight without stress. Then to
concentrate on the naval and sit for some time without a blink of

~ the eyes. After some days when the mind is composed the subtle

sound will be heard first the words like zingur or Bhrungi words
like zin zin will be heard. Then successively by practicing sweet
sound of a flute, roar of the clouds tinkling sound of a cvmbal,
tunes of some instruments like bell, watch, veena and mrudanga
will be heard, Water falling from a vassel the sound 'OM’, chirping
of a sparrow the hiss of a serpent etc. are heard. Experiences vary
with different people. Listning to such sounds one is thrilled or a
practitioner may also feel dizzy. With this the body and mind feel
clarity and purity. A person is delighted, the body remains healthy
voice gets golden qualities like remarkable sweetness,
effectiveness, firmness and the path to self knowledge and
deliverance is opened.

The one who is pure hearted and lives with chastity is
immediately benefited from this. It is as also called ‘Annahat
Saadhana’ or ‘Shabda Sadhana’. As compared to simple yogis a
music lover gets an experience immediately.

Without the guidance of a teacher this practice proves
harmful rather than benificient. Hence it should be initiated under
the guidance of a worthy teacher. In the immortal utterances of
Kabir, Nanak, Mira etc. the immortal glory of this practice and
their spiritual experiences are narrated. The essence of which only
an experienced cantor can imderstand.

Once the sound is heard, it can be heard effortlessly even
while walking sitting and working. In this situation a worshipper
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of music can even leave some of his acts such as hunger, thirst,
worry etc.

Three things should be taken care of in the practice of the
annahat naad.

(I) With the practice of the sound the body and mind are in
state of great joy therefore enough quantity of milk and ghee
are preferred to in proper measure oil should be applied over
the head and to sole of the feet.

(1) It should be determined that the sound is heard by ear only.

(I11) When the sound is heard completely one should concentrate
absolutely on the sound to hear subtle sound.

TEdisTedad fgaT MR |
s YR fie qaq fSrsfafe 1| (Sarang Dev, 1/2/3)
Ahtonahatsvet dvidha nadonidyte | |
Soyam prakashte pinde tasmat pindobhidhiyte | |

Out of the two types of sounds (the unbeaten sound), the
annahat sound is produced from lump (pinda). Hence it is also
named as pinda.

1:1:2 - Aahat Sound Naad (Strock Audible) :-

The word sound and voice are aahat sound. It is of two types
(a) natural (b) mechanical

The natural voice of human beings, the sound produced by
the friction of objects and any mechanical or artificial voice is called
aahat sound.

The former sound is throat based. The latter is produced by
musical instruments. This sound is more important in music. It

20



can be heard by ears. Hence it is useful in music a virtueous
expression of unbeaten sound is called beaten sound.

Aahat sound is used to create beauty in sound and to give
joy to human beings. It can be said that a creative (productive)
element of music is aahat sound (i) pleasing to the ear (ii) harsh
to the ear.

Musicologists embellished only sweet sounds in hearing by
the signs sound (naad sangya). But sages saints and those well
versed in music did not stop there. They created certain elements
which were aahat sound. This has been discussed earlier, Anahat
sound is considered to be liberating. But describing the aahat
sound as helping to cross the ocean of worldly life pt. Damodar
writes in ‘Sangeet Darpan;’

T TeEATedl dieh {Stenl ATawih: |

gelfe gRaEgAid e I (Pandit Damodar, 38)
Sa naadstvahat loke ranjko bhavbhanjakh

shrutyadi dvaratstsmatdutpati nirushyte.

Aahat sound, becoming pleasing in practice by shruti etc.
(notes, gram, murchhana) becomes sentimental. Therefore |
narrate its origin.

It is proved from the above mentioned fact that only aahat
sound is useful in music. It was with this sound only that Mira,
Surdas, Narsinh Mehta had attained closeness to the God Aahat
sound is divided into eight parts :-

Ghosh, Rav, Swara, Skut, Dhwani, Zankar and Dhvakruti

It is called manifested sound describing the manifested sound
Matang Muni says in Bruha desi
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eafig fafae: S =reeres faurm: |

JUIYEHMIG Fqhl CITIEHUIE: |l (3) (Matangmuni, 38)
Dhwanistu vividh protco vytkavytls vibhagat:
Varnopalmanaad vytko desimukhamupagat: || (3)

Meaning manifested and unexpressed sound are said to be
of two types in which the desi much gets an expressed sound with
the pronunciation of letters. |

According to Matang Muni it is inferred from the clear
opinions on the expressed sound that the Vedas which are beyond
letters till Ganndharva there may be a field of expressed sound.
Technically speaking when the unexpressed sound includes clear
pronunciation of the letters |j|, |al, | k|, |ch], |t], |t], |p|, etc.
it is called on expressed sound.

Ancient sages have conjoined music with Nature. Hence
if seen from the view point of Nature , an expressed sound
is present there too. Such as flowing of a river, chirping of
birds etc. similarly, in vocal sound is produced by the
conjunction of air and fire. There fore in expressed sound
Veena , Venu, Mrundang, Muraj, and Vocal sound etc. are
narrated for in playing musical instrument the sound is
produced by friction. In vocal, friction is minimum. Hence
the notes can be prolonged without the use of consonant
which means that is vocal notes can be produced by doing
some quirk where as in instrument music the notes like |aa|
or |i| are not produced for instance by striking the Sitar or
Tanpura slowly, a sound is heard and also produced. But in
vocal supportive sound are not heard. Therefore in ancient
times the instruments had more prominence.

The sound of instruments never have resemblance with |aa],
|le|, |[aum| because by playing an instrument be it ‘avanaddh’ :
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[Percussion instrument] instrument or ‘ghan’ instruments only the
sound is heard. But in vocal, the sound is apparently manifested
by the conjunction of effective sound. As per the traditional
- custom the letters related to peculiar nature of language are
experimented to know the frictional sound in instruments. In
language the sound is manifested by vowels and consonants and
in music it is produced by a group of effective appropriate and
inappropriate sounds.

To conclude, it can be said that when sound is referred to as
an unexpressed sound it is called the annahat sound which is
produced naturally when some variance takes place in that
unexpressed sound, it is called the manifested sound. This change
is seen when friction is produced in an unexpressed or original
sound. For instance, experimenting the notes like 'da' 'dara’ on
the sitar such sounds are manifested sounds and only they are
called the aahat sound.

Simply speaking the sound in music is called ‘Naad’. It is
balanced and sweet. Mainly there are three distingushing features
of sound.

(i) The range of sound
(i) The pitch of sound
(iii) The quality of sound

(i) The range of sound :-

It is the sound useful in music and can be produced softly as
well as loudly. The sound produced softly is heard upto a short
distance where as the sound produced loudly is heard to a long
~distance e.g. if an instrument is played slowly, it is heard up to a
short distance but if it is played loudly, it is heard up to long
distance. |
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(ii) The pitch of sound :-

While singing or playing, it is felt that 're' is higher than 'sa’,
'ga’ is higher than 're', 'ma' is higher than 'ga’' 'ma’ is higher than
'ga' and 'pa’ is higher than 'ma'. Thus notes move on the higher
pitch as one changes the scale. The low and the high pitch of sound
depends on the number of waves. Where the numbers of waves
are more, the sound is on higher pitch and where the numbers of
waves are less the sound is low.

(ili) The quality of sound :-

According to the scientist ‘Naad’ alone can not be produced.
With that naad another more naad are also produced . This is
called the supporting naad.

The numbers of supporting naad and their strength differs
in every instruments. Therefore the tunes of Bela from the Sitar
from Sitar to Sarangi, from sarangi to tabla and from tunes of
Sarod to Harmonium differs the tunes. This is known as the ‘jati’
type or quality of naad.
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1:2 - An analysis of Sruti and Swar (notes)

fre At iR e[ |
o Mo guad gtagfa aron o
(Abhinav Raag Manjari,52)
Nityam geetopyogitvambhignaytvam pyut |
Lakshe proktam suparyaptam samgeet shruti lakshanam | |

The voice that can be used in song and can be differentiated
from other sound and is clear, is called Shruti.

To explain it clearly, suppose a sound vibrates 100 times per
second. yet another sound vibrates 101 times per second. From
scientific point of view both these sound are different. But the
number of vibrations in both are so less that an able musician can
also not identify them separately. Now if vibration is added to the
sound at every second there comes a stage when both the sound
can be identify or can be heard separately. On this basis
musicologists have defined shruti as “Sounds that are separate from
each other and identified clearly, is called shruti.”

From the group of musical notes the ancient musicologists
selected such twenty two state which sounds are mutually high

“and low and are useful in music Such sounds are called 'shruti'.

According to some scholars in one octave (saptak), the number of
sounds heard differently is twenty —two. For instance in the following
Shloka.

T gfaeifade gqurq gadl wa: |

ARG T A8t gifaTfasar: |l
(Swarmelkalanidhi, 52)

Tasya dvavinshtirbhed shravanat shrutayo mataha |

Rhdyabhyantarsanlagna nadyo dvavinshtirmataha | |
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As it is difficult for an ordinary singer, to sing on 22 shrutis,
singing was made possible on selected twelve notes from those

‘shrutis.

1:2:1 - Rules for dividing shrutis into swaras

Ancient writers authors have divided shruti into swaras in the
following order.

IgIAgYd S qET YT |
5 fereme Frafiseay g9t 11 (Sarangdev, 21, 52)

Chatushchtushchaiv shadaj madhyam panchamah |
Dwe nishadgandharau tristrirushbh dhaivatau | |

Four shrutis in the Shadaj, madhyam and pancham, two
shrutis in nisad and gandhar and three shrutis in rishabh and
dhaiyat.

Thus twenty two shrutis are divid into seven notes.

12345678910111213141516171819202122v
1 i | l
|

A Y B

]
|
|
' !
sa re ga ma pa dha ni

Thus shadaj on fourth shruti, rishabh on seventh, gandhar
on nineth, madhyam on thirteenth, pancham on seventeenth,
dhaivat on twentieth, nishad on twenty second.

These were the shuddh notes (pure notes) ancient and
medieval musicologists from modern view point ga and ni were
komal (Flate) in it or to say that in shudha (pure) swaras upto modern
time like kafi thhat. Opposite to that somes modern scholars and
composers took the notes first and then the shrutis. Hence the notes
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of the ancient and medieval musicians differed from the notes of
modern musicians. It can also be said that the nisad of the ancient
times was taken as sadaj of the modern on that basis then the order
of the shrutis in an octave was as given below

Ancient times:
Ni_ _sa_ re ga ma_ _pa__dha__ni

Modern times:

Sa Re Ga Ma Pa Dha Ni Sa

| L 1 1 =~

Order of Shruti :
4 3 2 4 4 3 2

Due to this a major difference that occurred was that the
notes before modern times which were like kafi thaat then came
to be like Bilaval thhat

1:2:2 - Shrutis of the ancient and modern musician
In ancient times there were two scholars of music :

Bharat muni and Sharang Dev, many years before the century
of Christe, Bharat wrote this famous treatise Natyashastra and in
the 13th century. Sharang Dev wrote Sangeetratnakar whose
evidence is found in many books on music even today. They have
described shrutis in their respective treatises in which they have
unanimously accepted twenty two shrutis. Division of shrutis and
swara was also made on one principle in the sense that according
to a few scholars these two intellectual used to take one definite
naad of shruti to identify mutual relation between the notes. For
them all the shrutis were equal. The distance from one shrutis to
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another was the some and the same distance was kept among all
the shruties. This distance is called shrutiantar.

1:2:3 - Saran Chatustayi (shrutis of bharata on Sadajagram veena)

Bharat says that one should take two such veena in which the
seven strings are scaled high. These strings should be tuned in ‘Sadaj
grami’ Bharat Muni shows this method in the following way

Shadaj This note should be on the four shruti
Risabh . This note should be on the seventh shruti
Gandhar : This note should be on the nineth shruti

Madhyam: This note should be on the thirteenth shruti

Pancham : This note should be on the seventeenth shruti
Dhaivat : This note should be on the twentyiéth shruti
Nishad : This note should be on the twenty second shruti

The veena thus was called achal veena of sadaj gram. Then
the shruti of pancham note of one of the veenas should be reduced
by one and other strings should be where they are. That is, the
shruti of the pancham note is lowered but other six strings
sa,re,ga,ma,dha,ni—remain on their places. This is called madhyam
gram veena. Reduce one shruti of other six strings and it is called
chal- veena. Now the position of the notes on chal — veena will be
in the given way:

1 23 45 6 7 8 9 10111213 141516 17 18 19 20 21 22

sa re ga ma pa dha  ni
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That is above mentioned seven notes reached on third,sixth,
eighth, twelth, sixteenth, nineteenth and twenty first shrutis
respectively it is clear from this that in the seventh notes of first
sadaj gram veena or achal veena one gram was that of shruti. To
this bharat muni calls 'pratham-sarana’

After that bharat muni writes that the shruti of the pancham
of chal veena should be reduced by one and accordingly of all the
notes. Now the position of the notes will be as given below.

1 2 3 45 6 7 8 910111213 141516 17 18 19 20 21 22

sa re ga ma pa dha ni

Due to this ‘ga’ and ‘ni’ on the seventh and twentieth shruti
of achal veena will match with the re and dha of achal veena. For
these two notes of the latter are also on the seventh and twentieth
shruti respectively. It means that there is a distance in notes of
two shruties of chal veena and achal veena. This is called dwitiya
Sarana

In this way reducing again the notes of chal-veena by one
shruti, Brahat Muni has further mentioned that now the chal-
veena will be reduced by three shrutis to achal — veena
consequently the rishbh and dhaivat of chal veena will merge into
the sadaj and pancham of the achal — veena. For, both the notes
are of three shrutis. To this Bharat muni calls ‘Trutiya —sarana.

Similarly when the shrutis of the chal —veena are reduced by
one for the fourth time the pancham , madhyam andsadaj of the
chal- veena will absorb in the madhyam, gandhar and nishad of the
achal veena Bharat muni calls this ‘Chaturtha - sarana’
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On the basis of this sharana some people assume that their
shrutis had mutual similarity. For, if the distance among the notes
is more or less the above said specification of the achal — veena
was not possible sharngdev also approves this principle of saman
shrutyantar of Bharat muni.

Contray to that the medieval scholars accept only twenty —
two shrutis in an octave. They do not accept the principle of saman
shruty antar

1:2:4 - The results of the shrutis

The distance of the sounds of first and second string of the
shruti darpan is ‘praman shruti bruhspati’ has called it 'g' distance.
By playing second and third strings softly in their order distance
from 'g' seems to be longer (numberically put in second place)
Bruhaspatiji calls it 'kh' distance. By playing third and fourth strings
the distance heard in the sound will be longer than 'kh' distance.
This is called 'k' distance First place by Bruhspati. Now listening to
the sounds of the fourth and fifth strings 'g' distance will be heard
because by harmonizing between the rishabh of fourth string and
pancham of fifth string, the sadaj madhyam bhav (mood) is
manifested.

On this basis, it is universally acknowledged that the shrutis
of Bharat Muni were unequal and they had three ends :- the 'k’
distance was the biggest the 'kh' distance smaller than the former
and 'ga' diatance the smallest.

Therefore where there is 'sa-ga' distance there the distance
of two 'k' two 'kh' and three 'ga' should be there. In the 'sa-pa’
distance, the distance of three 'k' four. In one octave there are
five 'k' seven 'kh' and ten 'ga’ shrutis.
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1:2:5 - Name of twenty two shrutis

Number of |Name of shrutis Shruti Ras
shruties

01 ~ Tivra Vir, Adbhut
02 Kumudvati shrulngar, hasya
03 manda sakhya, Vatsalya
04 chandovati shant
05 dayavati karuna, raudra, bibhats, bhayanak
06 rajni shant
07 raktika sakhya, vatslya
08 raudri vir, adbhut
09 kraudha shrungar , hasya
10 vajrika vir, adbhut
11 prasarani shrungar, hasya
12 priti sakhya, vatsalya
13 marjani ~ shant
14 kshiti sankchya, vatsalya
15 rakta shant
16 sandipani shrungar, hasya
17 aalapini karuna, raudra, bibhats, bhayanak
18 madanti shrungar, hasya
19 rahini shant
20 ramya vir, adbhut
21 ugra vir, raudra
22 kshobhi shant
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Then after in twenty two sounds such twenty sounds were
created of which voice is mutually high and low. But the interval
in twenty two sounds is minor where as in twelve sounds it is
considerable. It is for this reason that only a worthy musician can
feel the distance of the shrutis than an ordinary musician. However
an everage music lover can know the distance the notes.

Where these twelve sounds were reduced they came to be
seven they were suddha swaras with suddha and vikrut the notes
come to be twelve.

While singing a note in some raga a singer says that in this
raga komal dhaivat is high. It does not mean that it takes tivra dhaivat
instead of komal dhaivat for instance. Rag purvi and rag Bhairavi
- take komal dhaivat but augest musicians say that the komal dhaivat
in rag purvi is higher by one shruti than that of rag bhairavi. It is
said that when sungkam, mind,sut, it prolonged it is called swar
(note)
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1.3 swar (note)

Out of twenty two shrutis main twelve shrutis are called
swaras. These notes are spread at some interval in an otave. They
are called sadaj rishabh gandhar, madhyam, pancham, dhaivat,

hisad

1:3:1 - Distribution of sudh swara of shruti

No.of Name of Position of Distribution
Shrutis Shrutis shudhswarain | sudhswarain
Ancient treatisessmodern method
1 Tivra Sadaj
2 Kumdvati
3 Manda
4 chandovati Sadaj
5 Dayavati Rishabh
6 Ranjani
7 Raktika Rishabh
8 Raudri Gandhar
9 Krudha Gandhar
10 Vajrika Madhyam
11 Prasarini
12 Priti
13 Marjani Madhyam
14 Kshiti Pancham
15 Rakta
16 Sandipani |
17 Aalapini Panchani
18 Madanti | Dhaivat
19 Rohini
20 Ramya Dhaivat
21 Ugra Nishad
22 Kshobhini Nishad

(Sangeet Visharad, Page 65

33



Numbers | Name of shruti Swara Frequency of Swar
01 Tivera Sa 240
02 Kumudvati
03 Manda Re (komal) 2542117
04 Chandovati
05 Davyavati Re (Tivra) 270
06 Rangani
07 Ratika Ga (komal) 288
08 Raudri Ga (Tivra) 3011743
09 Kraudha
10 Vajrika Ma (komal) 320
11 Pranani
12 Priti Ma (Tivra) 3381417
13 Marjani
14 Kshiti Pa (achal) 360
15 Rakta
16 Sandipani dha (komal) 391317
17 Aalapni |
18 Madanti dha (tivra) 405
19 Rohini
20 Rawya Ni (komal) 432
21 Ugra Ni (tivra) 452443
22 Kshobhini

Sudbha notes :-

(Sangeet Visharad, Page 61) |

Out of twelve notes main seven of them are called suddha
notes. In other words when notes are on its definite place, it is
suddha notes. |
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Vikrut notes:-

There are five notes which are suddha as well as vikrut. When a

note moves from its definite place, it is called a vikrut note. If shudda

‘gandhar is on 8th shruti the gandhar placed on 7th shruti is Vikrut
gandhar Vikrut notes are also of two types. (a) komal (b) Tivra

In an octve there are twelve notes including seven shuddha,
four komal and one tivra.

Chal notes (Variabl) :-

Chal note is that which is shuddha as well as vikrut (komal
and tivra) for instance, re ga, dha and ni notes are komal vikrut
and tivra vikrut.

Achal notes (Fixed Stable) :-

Achal notes is always shuddha note, it is never vikrut 'sa' and
'pa’ are called achal notes, because they are firm on their places.
No change occurs in their places.

1:3:2 - A change in voice (kaku bhed) Modulation

Man has three instruments of expreesion :- Voice, physique
and being Voice is expressed by speech, physique by gestures and
being is expressed by the subtle experience of mind. Voice leads
among all these which is placed in man's throat.

One sees that in srrow, voice and its throw are low. On the
contrary, in the moment of happiness the voice and its throw are
high. In quarrel and conflict it is faster and the voice becomes
sharpened. Moods such as demonic, ego, worry, shyness, hope,
disappointment laziness, pleasure, surprise jealousy disgust fear
etc.are understood by change in voice. The change in voice is called
‘kaku’ in treatises.
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Voice can be judged by a change in voice (kaku —bhed or
kaku-swar). On that basis feelings in note can be understood. Its
detailed analysis is seen in a chapter titled kaku-swar-vyanjan of
Bharat's Natya Shastra. Besides, its description is found in
Mammat's Kavyaprakash and in Sarang dev's Sangeet Ratnakar
also.

Each expression includes three qualities of voice. Pitch
intensity and duration. On this basis only, it is identified that the
voice of one man differs from the other or one instrument from
the other. It is due to kaku only that the same note on violin, Sitar,
Shenai and flute can be identified separately. A person is recognized
by voice although he is far. All this is possible due to change in
voice. A change in voice has no relation with the quality of sound
because it is a part of peculiarity of a sound. However sweetness
and harshness of sound are different matters. Sharangdev has
shown six types of kaku :-

(i) swarkaku

(i) ragkaku

(iii) anyarag kaku
(iv) desh kaku

(v) kshetra kaku
(vi) yantra kaku

All these are related to music because of which one can know
the difference in sound and its base

Mammata has said that knowing the peculiarities vakta ,
boddha kaku and vakya and vachya. When people derive a meaning
other than vachyarth (meaning suggested by a sound of word) is
called arthi —vynjana. They have considered deviation of voice as
a characteristic of change in voice kaku is different vachyarth
(meaning suggested by a sound of word). However meaning is
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derived when it is marked by vachyarth. When all the powers of
the function of kaku starts. To ascend desecend,sharp —soft,
expand —contract and high — low are the characteristics of note
only this is kaku and this only is the breathe of sound.

A change in voice does not just express moods by sound or
notes but also expresses meaning. Hence proper attention should
be given to it to make a notes impressive. Man's speech is capable
of praising his character. Whatever be his gestures, his look, his
opinions in discussions but the secret desire of his mind can easily
be known by his voice. This is the wonder of kaku
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1.4 Sangeet

There are ten types of pauses while reciting a note. In the
first pause the note should be expanded slowly. In the second
pause tune should be added to the expanded note. In the third
pause, such emotions of the song should be created in the
resonating atmosphere that every emotion become useful in the
depth of swar.

In the fourth pause positive energy should be centered on
notes. In the fifth pause more number of notes should be
expanded for aroh. [Ascending order of swar]

On the sixth pause the first ladder of the song should be
made by unitin notes so that beauty of the song can be focused
and lyjrisits may get enough time to compose completly the notes.

In the seventh pause while singing avaroh, notes should be
expanded even more with force, there by creating resonance.

Inthe eight pause, a height of a song should be created where
the force of notes is less and musical beauty is manifested.

In the nineth pause such a force should be added to the notes
that emotions of a song flow naturally.

In the last pause, making a third height of a song both aaroh
and avroh should be centred on “Pralpis — bindu”. Earlier it is seen
that a singer sings without knowing the above mentioned forms of
notes. Hence a composer / lyricist finds problems in giving words to
his singing. For his convenience note has to be turned to that direction.

There are many functions of notes. These functions have their
sub types also. The chief among them are :-

Kivalya, Chinelya, Manilya,
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In kivalya there is half dencity [Ardh Ghantva] of notes.

In chinelya it becomes full density [Purn Ghanatva] and there
is a loud twang. Hence there is absolute clarity in notes. In manilya, -
there are three circles in notes. Which are easily expressed in Raga
Dipak: The use of manilya is made m special Ragas onIy It does
not apply to all the places.
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Chapter -2
Voice : musical instrument

The prime object of music is to evoke an aesthetic joy which
can be derived only from melodies and harmonious tones either
vocal or instrumental. Deterioration in the standards of voice
quality in recent times has pointed to the necessity for anintensive
and extensive study of methods voice culture.

A high quality voice is necessary for every singer in order to
produce good music. The impact of music upon the listener is
largely dependent on the beauty of the voice. The
Bruhaddhramapurana, the latest of upapuranas, asserts, that
good tone and musician ship are required for good singing but
sous varyam (good tone) is more important or superior than
Vidhinana (musical skill)

Sousvaryam ca vidhinana ganam dhvayamaye syate |
Atisete vidhinanam sousvaryam tu phaladhikam ||
(Bramh Puran, 37)

In the musical literature also where ever the merits of singers
are expeunded the possession of a good voice is considered as
one of the necessary qualities of good singing. Every singer should
keep his voice sweet and melodious to exhibit his musical skill.

The singer uses the physical organ 'voice' as an instrument
of music. To be ranked as a musical instrument, the voice should
" be able to do more than merely produce sounds. It must be capable
of producing a wide range of controlled frequencies and must be
able to sustain them for the necessary length of time at various
ornaments related to the particular style of music. The vocal
mechanism is brought into complete obedience to follow the will
of the mind through training. The process of bringing the voice
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under control is known as voice culture in the field of music. The
methods of training the voice vary with the system of music.

In the treatises of music also, it is mentioned that to have a
melodious voice is one of the qualities of a good singer. Every singer
should keep his/her voice musical or melodious so that he/she
can express wonder in music

In the history of music training methods there are two distinct
system empirical and scientific. The first method takes into the
quality of the sound produced and prescribes the method
empirical which would make the voice sound better. It may be
said that the empirical methods are based upon trial and error
process. The other one namely scientific method first analyses
the cause for the tonal impurity and then explains the scientific
action to be adopted to produce a good tone or to erase the tonal
impurity. The art of voice culture can be improved further only by
a judicious interplay of tradition and invention. To meet the exact
requirements of music which is a fine art, the scientific study needs
to be modified in many cases and supplemented by the use of
musical exercises. It is that the study of voice culture becomes
more than a science an art that is part of that Divine Art of Music.
The aim of specializing in ‘voxology’ is to bring together the
traditional and scientific method to remove limitations of the voice.
The vocal cosmetics help to eradicate the bed qualities and enrich
the good qualities in a surer and quicker way. But this is really
getting ahead of the story.
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2.1 The voice and its greatness
The word voice is used in two sense :-

(a) One that shows the mechanism of vocal chord which
functions as a medium of speech and song.

(b) Voice that is produced from throat while speaking and
singing. The latter shows the greatness of voice which is compared
to other musical instruments and the voice used for the purpose
of singing as against speaking.

To have a good voice is necessary not only for singer, an actor
and a speaker but also for the all. One's voice is a part and parcel
of one's personality. As intellect character, eloquence, figure,
costume and conduct are important to make an impressing
personality, voice also holds an equal importance. As it is said in
Gujarati one becomes ridiculous by voice.

Voice has a close relation with person's health. However ,fat
and ugly person can have melodius voice or vaice versa. For,
instance no lover of music would have imagined that Ustad Bade
Gulam Ali Khan who was as serious as mountain has very soft and
melodic voice.

In the court of a king in the 13th c. France, a person was
sent to a valorous king to stop war. That man had such a euphonic
voice that people used to get attracted to him easily and he used
to become favourite of all. His impact was so intense on the king
that he was then ready to wage the war on a matter that the man
should become an ambassador of France and live in his court. If
one's voice is euphonic and one uses it properly, one can succecd
easily in any field of life.
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One can stop damaging voice by rehearsing notes and also
be made beautiful and melodious. A student should practice notes
after acquiring it shri Vishnu digmber and Abdul karim khan who
were not God gifted but by constant practice of notes they ranked
amongst the great singers.

Every voice has its good and bed qualities. Voice may be
regarded as the first musical instrument of man because mankind
was endowed with voice even before the invention of instruments.
It is an universal instrument of music. It is the only musical systems
in the world.

The Sanskrit treatise Aitereya Aranyaka describes the voice
as deyvivina or divine lute sarira vina or bodily lute.

The human voice is a delicate sympathetic and perfect
musical instrument according to a musician. The psychologist
views the voice as an indicator of character and personality of a
person where as in the view of the physiologist the human voice
mechanism is an indispensable organ for the survival of mankind.

In every respect, the human voice is superior to all man made
instruments. All man made instruments are designed to cover a
fixed range. This God made instruments, the human voice does
not have a definite range and the range of this instrument is
extended through practice.

The shape of the resonators can be modified by muscular
movements which enable to make hundreds of phonetic sound.
To date no inventor has built a musical instruement in exact
imitation of the ingenious flexible vocal tract with its elastic and
marvellously mobile walls. One of the unique features of the
human voice is that the size and shape of the resonators are under
the conscious control of the performer. A variety of tone colours
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are produced by this instruments either rally or nasally by the
adjustable resonators of human voice.

This indtrument consists of four parts namely (a) the vibrator
(b) the resonator (c) the motor and (d) the articulator. Many
musical instruments have the first three parts in some form or
other. But the articulator is the characterisitic of the human voice.
It is here the instrument voice becomes human and transcends
mechanisam. It is the most articulate instrument since it can be
made to utter words according to the musical laws by modifying
the sound produced by the vocal cords into vowels and
consonants by the shape of the lips, the placement of the tongue
and the soft palate. It conveys poetic thoughts and produces
impressive music. Other instruments merely play the tune while
the voice plays and says at the same time.

No other instrument can duplicate their stensity of feeling
the voice puts forth. The extreme flexibility of the control of the
frequency. The timbre and the out put in the voice make the
instrument express all emotions. The colouring of a tone is made
by varying the dimensions of the vibrators and resonators.

As the voice is the only living instrument of music, it exludes
a personal warmth. It is an undeniable fact that the most perfect
and beautiful musical instrument is the human voice. So far the
human voice has not been equalled by any musical instrument
that man has devised in possible variation of pitch intensity and
timbre. Therefore it is upto us to cultivate and preserve this divine
instrument singstemme a God given gift to humanity to sing his

glory.

47



2:1:1 - Importance of voice in singing
The singing voice

Sing, sing a song,
Sing out strong,
Sing of good things not bad,
Sing of happy not sad,
- Sing, sing a song,
Make it simple.
To last your whole life long..
Don't worry that its not good enough.
For anyone else to hear sing, sing a song.

If one is resolute to learn something one can certainly learn
it. Individually every one desires to learn singing. Some as a hobby
some professionally. People have many questions such as-

*  Cananyone learn singing well ?

* How can we learn to sing well ?

*  Are we capable of singing ?

* How much time will be taken in learning to sing ?
* How would it took if | or we learn ?

*  Will people laugh at us ?

Such guestions are endless. The following is the discussion
of the techniques of how to sing.

2:1:2 - Definition of the singing voice

Singing can be defined as the musical expression of feeling
through the medium of vocal organs and the organs of speech.
Though we lack precise data as to when man began to sing, singing
should have existed since speaking was known to man. In Greek
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philosophy singing is regarded as the first form of speaking. History
raveals three traditional phases in the evolution of singing speech
— song or chanting and singing. But the theories regarding the
origin of singing supported either by psychological study or
historical enquiry are only speculative and no definite conclusions
can be attempted from the evidence furnished by them.

Though the same instrument, voice is used for both speaking
and singing the technique of voice production for singing is more
complex. Singing requires a more delicate control of the three sets
of muscles - those of inspiration and expiration (respiratory muscles)
those of phonation (intra and extra laryngeal muscles) and those of
articulation ( the muscles of tongue jaw lips and the soft palate)

The great teacher of voice training prof Mackenzie has aptly
remarked that the difference between the act of speaking and
singing is the same as that between walking and dancing. Voice
production for singing consists of fifteen ingredients the first twelve
of which are equally applicable to effective speaking also.

(1) Breath

Effective control of breath is very necessary for both speaking
and singing though singing requires a much more declicate control.

(2) Flexibility

The vocal mechanism and the speech organs should be
flexible to enunciate the words and to produce the different
musical phrase.

(3) ‘Resonance

Audibility and good quality are required for both spea'king
and singing which can be acquired only through proper
adjustment of the resonators.
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(4) Mouth Shape

As the resonator influences the voic quality, the mouth shape
plays an important role in imparting quality to the tone.

(5) Vocal Range

The ranges is more limited for speech than for singing however
speaking requires the vocal ranges to avoid monotony.

(6) Inflection

Vocal inflections are different for speaking and singing. In
the later the inflections become more elaborate amd formalized.

(7) Enunciation

Clear diction is very necessary for effective speaking and
singing.

(8) Phrasing

Correct phrasing is required for speaking to make the
sentence intelligible and effective where as in singing the careful
phrasing adds beauty to the music of the singer.

(9) Speed

Agility to the articulating organs and tempo influence
the voice quality in speaking and singing. In speaking, low
speed makes the talk to be more sluggish while high speed
make it lack in clarity. Hence moderate speed is required for
speech. In sining low speed increases the loudness while the
high speed reduces the volume. The voice quality is more
pleasant in the moderate speed.
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(10) Volume

Adequate loudness so as to reach a large audience is one of
the important factors in speaking and singing. The carrying power
of the voice and loudness upon the pitch level resonance
adjustment and breath control.

(11) Hearing

Hearing plays an important role in producing voice for
speaking and singing. It is the most vital means of stimulation. As
hearing helps to regulate the pitch intensity and timbre of the
voice, it acts as a guide. |

(12) Imagination

The brain is the integrator of active force. The mental
perception or imagery awakens the motor centre of the brain for
the adjustment of the vocal mechanism. The mental perception
of the words or tones is very necessary for an individual to utter a
word or note. The vocal cords are more guided by the mental
perception of the sound. In getting the proper rosonace also
imagery is required.

(13) Prolongation of vowel sound.
(14) Definite pitch relation
(15) Dynamics

Dynamics are the three additional features of singing which
gives the musical element.

The main differences that can be noticed in the use of voice
for speech and song are that the isochronisms of vibration is never
prolongad in speech so as to make it understandable as a musical
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note. Secondly, the control of the breath flow is more delicate in
voice production for song as the singer has to sustain a note for a
long period and must execute lengthy musical phrases. Thirdly, in
speech only one third of the compass which lies below the centre
of the comlete vocal range is utilized where as in song the middle
and upper registers which lie mostly above the centre of the
compass are used profusely. In singing a wide compass of two
and a half octaves are made use of where as in oratory the range
of the voice extends only upto one and a half octave. Fourthly, in
speaking no fixed scaled is adhered where as singing does not exist
without a scale. Finally, in speaking the vocal inflections and
modulations are produced artistically through defined steps or
musical intervals.

The quality of the voice in singing cannot be entirely different
from the natural quality of the speaking voice. Perfection of
speaking precedes the development of singing. Singing requires
perfect articulation of vowels as they accompany the musical note
throughout its length and good pronunciation of consonants to
enunciate the words of the song distinctly.

The quality of voice in speech and song is conditioned by the
anatomical peculiarities, language, culture and civilization. Firstly,
this instrument is fixed within the human body. Hence the
physiological set up of the laryngeal mechanism breathing
mechanism and resonators play a vital role in determining the
quality of the voice.

Secondly, the tonal quality is partly dependent upon the
structure, the voice mechanism and partly on the way we operate
the mechanism.

Research survey by the present writer on the influence of
one's mother tongue upon quality of the voice in singing reveals
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that fourteen persons out oftwenfy produce their voice in singing
as they pronounce the vowels and consonants of their mother
tongue.

Sir Steurart Wilson also has illustrated at the Music Academy
conference at Madras in 1956 that how languages, French, Italian,
german and English influence the quality of the voice in the singing.
With a little care, one may improve forms of pronounciation but
the general habits are so deep rooted as to become parts of the
acquired nature of the voice. Hence if may be said that language
and speech have an indirect impact upon the quality of the voice.

Lastly, culture and civilization largely influence voice
production. The primitive people produce their voice with
hoarseness and only with the advance ment of civilization, men
are trained to use their voice in an artistic manner in speech and
song.

There is no particular measure in speech, where as singing
does not exist with out measure. In speech voice does not become
high or low by a desired control where as in singing variety of
voice is presented in an artistic way by which certain stage or
pauses of music are set. |
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2:2 - What is cultivation of voice

%

Voice culture is a branch of knowledge which deals with the
techniques of right voice production. The study of music can be
-done in two ways First : it involves the science of music, variety of
ragas, compositions and the training of complex rhythemic
patterns, etc. Secondly, the vocal study deals with the right way
of voice production and presentation of various styles of singing.
Although the classical system of music has been enriched with
many exercises to develop the style of singing. A comprehensive
study of all the scientific aspects related to voice cultivation and
also the practice technically developed exercises will help the
singer to analyse his/her own voice and to manipulate the vocal
apparatus for the perfect voice modulation.

According to Prof Dr. T. Unnikrishnan [Head Dept. of Vocal
music in Indira University, Kheragadh] voice cultivation means-

(i) Techniques to improve the range and depth of the voice for
the effortless singing in all the octave without any strain.

(i) Techniques of voice levelling to sing various styles of music.

(iii) Techniques to get rid of phobias like stage- fear, anxiety,
tension and nervous ness.

(iv) Capacity of holding, breathing and training the right way of
breathing.

(v) Knowledge of the tone placement for voice modulation.

(vi) Knowledge of various disorders and their preventive
measures.

(viii) Pattern for daily practice to maintain the voice.
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Thus training and shaping the voice is called voice Culture in
English. It is defined as “Properly trained voice which is useful for
music”. Which means refined voice useful in music. However coarse
or sharp, broken or sweet one’s voice may be, it can be made musical
and attractive by proper practice and control. In the Vedic Age,
when the children were taught the lessons of the Vedas, their throat
used to get trained by learning those hymns only

The hymns pronounced with high(uddatt), low (anudatta)
and neutral (swarit) notes were fulfilled where they were used
with proper sounds, in proper measure and with proper throw of
the voice. Hence there was no need to develop a separate science
of voice cultivation. The facts of science of sound were hidden in
the samgan. The pronounciation of om in the form of hinkar used
to provide flow and light.

Ideally one's personality should be absolutely balanced. But
has one attained that state.

(i) The first step of voice cultivation is to have a control over
one's muscles. That is, to increase the will, every art expects
regulation. All art is a discipline. For, the practice of notes
(swaras), physical and mental disciplines are necessary. To
achieve the highest state of discipline, it is necessary to
practice endlessly, patiently.

(i) The second step of the practice of notes is attentive listening
- to listen to one's own tone as well as others’ tone. It is
important for singers, actors and speakers no one can be a
good singer without acquiring the ability to identify the tunes
and the sounds acutely. To become a good singer it is
necessary to have good ears, that can listen even to the
infinitemaldistance of sound. This knowledge can easily be
had through practice certain solutions are given below.
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(i) Sittingupinaclosed quiet room with concentration and
with closed eyes to speak or sing and try to listen to
one's voice carefully gradually by practice one will be
able to recognize one's voice. By comparing one's own
voice with some good voice by comparing one's merit
and blemishes will also be known. After some days one
will be able to concentrate fully on one's voice. By this
practice one can be familiar with the merits and
blemishes of one's voice and accordingly will be able to
practice futher.

(i) Sitting on a quiet place, such as at the lake or in the
dense forest with closed eyes and to listen to the
murmering sound from all the sides. Initially the sound
seems to be similar. But slowly one will clearly listen to
every different sound. The former mixed sound was
produced by the warp and the woof of acute sounds.

(iii) To goto a place where there is silence. If at such a place one
concentrates on listening, one will be able to listen many
low sounds. Concentrate on those subtle sounds.

After this practice in silence, one's ears will become so
sensitive that then even in public, one can listen to those various
sounds at a time, can understand their distance and can
concentrate on any one sound. After reaching this state, one can
easily listen to some instrument being played in noise.

This study is especially beneficial to those learning vocal. As
speaking and listening are inseperably related to each other,
similarly singing and speaking are also inseperable. When a child .
first learns to speak, he or she learns by listening to sounds only. If
a child is deaf by birth he/she will never be able to learn to speak.
On the basis of listeing only he/she learns that listeners are affected
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by certain sounds. Thus before speaking an ability of listening
develops in him/her. The relation between mouth and ear can be
understood clearly from this.

Those children who are born in music - loving family, they
are more sensitive to sounds. If children are trained to listen to
good music and taught the practice of notes at their very young
age, they can be good musicians in future.

As some people, although not blind are not able to
differentiate between colours, like wise some people, although
not deaf are not able to differentiate the tone. For them, there is

no diffence between Suddha Gandhar or Komal Gandhar nor

between Madhyam and Pancham. Even then they are not
completely deaf. Such people are prey of tone deafncss. But they
need not be disappointed. As through practice, the listening ability
of preyers become sharper, similary half deaf people can also listen
to some extent. '

The practice of notes should be done after developing
listening ability. A musician requires more attentive and more
trained ears than the common people. Only then they can develop
the notes.

2:2:1 - Basics of voice culture
Universal Basics :

The process of bringing the voice under control is known as
voice cluture. This study includes traditional and scientific methods
to improve the quality of voice. |

Though voice is used for both speaking and singing, the
technique of voice production for singing is more complex. Singing
requires a more delicate control over the muscles. Effective control
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of breath, flexible speech organs, adjustments of resonators, wider
range, mental perception are the features wherein the voice can
be trained.

Voice production for singing consists of other features also,
in which fields the voice has to be trained. They are like the shape
of the mouth, effective pronounciation of the words adjusting the
voice to different tempos or speeds. Controlling of volume or
amplitude as the back ground of presentation demands, vowel
pronounciation and a very important feature of developing
imaginative power to improvise.

The voice has to be trained according to the style and type
of singing one chooses e.g. classical light folk, pop, semi classical
etc. This is because each type of music demands different style of
voice production. The male and female built up of the voice
Producing organs differs. So, the training style will also differ.

The voice is the only living instrument of music. Every
individual is unique so is every voice. Though these are individual
limitations differing from person to person, it is very important to
note that this is the only instrument which can be cultivated,
improved and cultured by variation of pitch, intensity and timbre,
and all the above mentioned feautures.

Basic steps of voice training :-

(i) Hearing

(i) Control of Breath

(iii) Physical énd Mental Fitness

(iv) Practice (Riyaz)
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(1) Hearing :-

(2)

Imitation is the first step towards learning. This
statement applies to voice training too. Concentrated
listening is the basic requirement. By listening more and
more the brain creates and stores a mental image of
the music. The notes, the tunes, the rhythm, the speed,
the words, the volume, the tonal quality of the voice
or instrument etc. are stored in the brain. When one
tries to sing, this mental image co-ordinates with the
laryngeal muscles to produce the music required. Thus,
it can be easily understood that the more one hears,
the more one listens, there will be a better ability of
voice production. One should listen with all the aspects
of the musical form of in our minds-like tonal quality,
phonetic quality, time intervals, the microtones
(shrutis), expressional effect of the voice etc. The more
deeply we listen, the better quality of music we will
sing. Better the mental and physical co-ordination,
better will be the voice production. This is the first step,
basic fundamental and unavoidable step towards
learning.

Control of Breath :-

This is also a very important step towards voice
culture. If one can master our breath, one can easily
master one's voice for singing. Breath control gives
fineness, clarity, steadiness and confident phonation
to the voice. There are four types of breathing:

*  Clavicular [ shoulder]
*  Costal [chest]
*  Diaphragmatic
*  Abdominal
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(3)

Clavicular breathing is useful to sing very shrill
notes. Costal breathing is used to sing high pitched
notes. Diaphragmatic breathing is useful for every
singer. When a singer cultivates this type of breathing,
unnecessary and unwanted wobbling or shaking of
voice can be controlled. Abdominal breathing helps to
sing the lower notes effectively. Also, this type of
breathing helps a singer to reach the subtler heights of
singing.

Physical and Mental fitness :-

Singing is an activity of physical and mental
movements. One's voice should be rich with harmonies,
all the resonators i.e. the air cavities in one's should be
clean and free from coughs and cold, extra mucus and
other infections.

One experiences that over whelming emotions
affect one's voice controlling capacity. Negative
emotions also affect the tonal quality of our voice and
are a hindrance to the growth of voice production.
Mental fitness leads to a better synchronization of the
singing activities.

Regular exercise, healthy and balanced diet and
regular meditation or any tension releasing exercises
are a necessity for our fitness.

There are'people who have reached considerable
heights without practicing these four steps. One should
remember that the above steps of culturing the voice
help us to reach the higher points of one's potential.
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(4)

As per the traditional method of educating there

were no exercises. Soft singing is necessary for film
music. Thus, “The best voice is that which is the most
flexible.”

Riyaz [practice]

Every one knows ‘Practice makes man perfect’.

Practice should be divided in 2 types.

(1) Tryingthat which we cannot sing but want to sing.

(2)

Repeating that which we already know and bring
it closer to perfection. By regular practice of
singing, we give physical traning to all the muscles
and the voice production system on the whole.
This traning will vary with the type of music
chosen for singing. The aspects of the voice,
phonation, articulation pitch control vary with the
style of music, so will the factors to be emphasized
during practice vary. | | |

The time period that should be given for
practice will again vary with the expected time
period of the performance. In classical music
where improvisation is a part of the performance.
It is necessary to devote more time even 2-3 hours
at a stretch. One important factor during practice
is that we should along with singing, hear our own
singing critically. One should listen to one's own
singing like a third party. This will help one to grow
faster. One can thus find out one's mistakes and
limitations and work over them. One should rule
out over confidence. One should always
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remember that perfection is an illusion. If one
starts thinking that one's performance is perfect,
then the growing culturing and cultivating totally
stops.

Practice develops the control over the vocal
cords. It also develops confidence in the singer
which expresses itself in the voice.

2:2:2 - Study of Notes

As food is necessary to keep the body healthy, similary regular
practice of notes is necessary for a singer to maintain sweet voice
and make it suitable to sing. Another thing is that this practice is
not for a temperory period but for the life time. Then one gets so
used to the practice that it is then irrespective of the age.

Completing daily routine early in the morning before Sunrise,
one should sit with the Tanpura. The one who does not know how
to tune the Tanpura, should not try to show one's ability by tuning
it by force. Otherwise rather than getting tuned the note gradually
get so perversed that no doctor of music in the world can correct
it. In this situation, the three strings of the instrument should be
lowered down and only one string should be tuned with the high
or low range of one's natural voice. The one who does not have
the Tanpura can also do with the Ektaro or by unfolding one key
of a tuned harmonium. But mostly, it is necessary for a cantor to
have the tanpura.

The heart feels purity sentiments and softness. If one keeps
singing the notes for sometime, one would see that in that
atmosphere the heart it self sorings to sing. If this happens it
should be understood that the artists seed has been sown in the
person.
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One thing should be remembered that while practicing with
the Tanpura its jawari should be tied with thread rather than
opening it because new learners try to create Javari in their voice
along with the sound produced by Javari. In doing, so they think
of having their note tuned correctly, which is in fact brings
dissonance raher than sweetness to the voice. .

A big difference between natural and resonant voice, (seek
guidance) should be clearly understood that the artist’s seed has
been sown in the person.

One thing should be remembered that while practicing
with the Tanpura its javari should be closed with thread
rather than opening it because new learners try to create
javeriin their voice along with the sound produced by javari.
In doing so, they think of having their note tuned correctly
which in fact brings dissonance rather than sweetness to the
voice. A big difference between natural and resonant voice,
[seek guidance] should be clearly under stood. Producing the
resonant should with the medium of javari in the tanpura .
happens only in the music concerts because it reverbeuates
[Gunjan] in that atmosphere for long.

2:2:3 - Smart Riyaz
Exercises :-

(1) By closing the mouth to tune one's note with the following
tune of one's instrument Repeat this act for some time until
one feels confident that the note is now tuned like milk into
the water. To try to hold the note in one breathe for as long
as period of time without any change. It should not happen
that the notes vibrate or burst, get harsh veins of the throat
start paining and one does not die.
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(I1)

After practicing the first technique for five minutes hum or
resonabe re, ga, pa, ma, pa,dha, ni, sa, notes by nose for
two minutes. It should be kept in mind that if one does not
have the knowledge of notes one should not practice them.

(1l1) To reach the shadaj (sa) of the high octave (saptak) and stop

there. Then to return to the lower notes gradually, and take
rest for some time.

(IV) To speak the word. ‘Aa’ on the shadaj of the middle octave,

(V)

when clarity is seen in that the same word should be spoken
on the pancham note and then on the shadaj of the high
octave as it is shown.

It can be practiced for five minutes in this order. Then
after taking some rest it should be practiced.

To take mind - Any one of swars notes is sung or played
unbroken on its before or after two three or more swars

AT T

notes is called mind. e.g. Pa  Ga from the middle shadaj
to the highest shadaj by pronouncing 'Aa’

Sa Sa Sa Sa
Aa - ‘Aa -

Care should be taken for not changing the
pronounciation of Aa. Those who can reach the pancham of
the lowest gumuk should practice it thus.
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Aa  Aa_ Aa__ Aa_
Sagapa dha | Sa dha paga | Sagapa dha | Sa dha paga l
(Vl)AasssAa-—-Aa---Aa---}

After practicing for three minutes rest for some time.
Thus a regular practice should be done in the above
mentioned ways.

It is seen many times that teachers make students sing
by focusing on their every notes or stop them practicing.
This method is very harmful for voice. Therefore one should
not practice by externally forcing the throat.

The studies given here are only to cultivate sweet voice.
They are not practising various types of singing.

Other studies of notes that a student learning vocal
makes are different from the studies given above. They
should not be included in that seperate study.

2:2:4 - What are the advantages of voice culture ?

Voice becomes flexible with an ability to sing in all the three
octaves without any strain. Breathing capacity increases enabling
the singer to sustain a note for a longer period and also to express
varity of phrases gamaks. A collective term for the various graces
or ornaments used in Indian music tonal colours and feeling
through the voice. A singer can also reduce the age factor affecting
the voice by applying the technique of tone placement. By
controlling certain musscls and ligaments of the phonatory
respirator and resonatory system of the body one can develop
the depth and range of the voice. Negative aspects like stage fear,
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anxity,‘ tension and many other phobias can be eliminated by

developing positive thinking and self confidence. One will be
trained with the preventive measure to keep away a variety of
vocal problems which are formed through vocal habits and vocal

- abuse.
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Chapter :- 3
Science of voice production and psychology of singing

3:1 - Science of Voice Production
The main aim of voice culture is how to make melodious voice ?

For that first of all we should understand the science of voice
or sound in brief. It is more necessary.

The sound produced through vibration of vocal cords is called
voice. Due to stopping of vibration, sound is also going to be
stopped. It is believed the speech (vak JeeJeA) is there in the origin
of coming in to being of creation of universe. There are four types
of it ( para, pashyanti, madhyama and vaikheree) In Indian speech
vocabulary this speech is honoured by four signs i.e. word, sound,
tune, etc. The transaction of entire universe is being managed on
base of the speech. These are two forms of it.

(i) -uelcs (Tune related)
(i) awles (Caste related)
Tune related speech is suggestive of excitement nature.

Caste related speech is related with the caste so it is
suggestive of thoughts.

Tune related speech is of the level of Mukhraga (mouth voice)
extremely happy (pulak) etc. That means that as in excitement of
sentiments, tears extremely happy, tremor, perspiration etc. Pure
sentiments automatically generate in body without any effort
accordingly in the excitement of joy grief anger etc. those
suggestive sound of mind tendencies automatically generate from
the human mouth in the from of sound only without words. The
users also get advice of mind tendency through such sounds.
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3:1:1 - What is Throat ?

(1) The passage to the stomach and lungs, in the front of the
neck below the chin and above the collorbone.

(2) A passage resembling a throat in shape or function “the
throat of the vase”.

(3) In vertebrate anatomy, the throat is the anterior part of the
neck in front of the vertebral column.

It consists of the pharynx. An important feature of throat is
the epiglottis, a flap which seperates the esophogus from the
trachea and prevents inhalation of food or drink.

The hyoid bone and the clavicle are the only bones located
in the throat of mannmals. |

It is sometimes considered a synonym for fallces
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- 3:1:2 - Throat anatomy [diagram]
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There is a centre of sweetness and coarseness in brain which
is self operative naturally without making any efforts. Everybody
has this centre, therefore if it is vocalized stressless the voice is
definitely sweet. The same is not required to improve. If the sound
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is symbol of our mind brain our mind or brain is also the symbol of
the sound.

If the above statement is true, why all the people do not sing
in sweet voice ? Its answer is only that pressure, stress of muscles
are responsible for spoiling our voice. Thus, the pressure of our
muscles increase due to ruined sound. It means both are
established on base of mutuality and damage each other. And so,

The concentration without stress, pressure, is hecessary in
Swar Sadhana. |

If you desire that we can sing but we think only. Then believe
that you are going to create pressure or stress in your mind. On
the contrary, if you start singing as soon as you desire to sing
you would feel that you are really having the genius of singing.
Your voice is sweet and by identifying all these merits, you can
develop your singing notes or swaras very rapidly. The body is
all time operative through the thoughts. And sometimes, our
thoughts come in effect according to position of the body.
Whenever there is no harmony between thoughts and the body,
that time any disease or uneasiness are created. The study
should be having engrossed in sound - not how to produce the
sound. This is to be medicated. This is beneficient remedy to
increase melodious voice. |

In india, mostly the singing method is in sitting posture. In
which body is some what bent and so tissues of stomach could be
pressed. Unnecessary stress or pressure is created in the body. If
we sing in standing position by keeping straight spinal cord, which
will help lungs to be diffused.

The base of art of eduction is in science of voice production
Scientifically, this part of voice is depended on the physical and
mental part. So, the voice is the result of use of specific muscles
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of the body. Therefore the voice exercised, the study of physical
factors for principles regarding phonetics of voice production. That |
physical study is also necessary because most of brain limbs affect
the voice with huge effect. ‘
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3:2 - The Pitch Mechanism

A theoretical understanding of the laryngeal mechanismis a
pre —requisite for the training of voice production.

The singer's instrument has been placed in the voice —box
known as larynx. Larynx is part of the respiratory system and serves
many biological functions. It is a valve, acting as a guard for the
entrance to the trachea or wind — pipe. It also prevents the air
escaping from the lungs.

The larynx is a cartilaginous frame work connected byv
ligaments and muscles and its movement is effected by the
muscles

(i) Epiglottis

(i) Thyroid cartilage

(iii) Cricoid cartilage

(iv) Arytenoid cartilage

(v) Corniculate cartilages and
(vi) Cuneform cart/ilages

The cartilage of Epiglottis is an elastic fibro cartilage. This
acts as a sort of lid coverying the larynx and thus directing the
food into gullet. The leaf like piece Epiglottis is situated at the
back of the tongue and is overhanging at the enterance to the
larynx. The attached part is connected by the Thyro epiglottic
ligament to the angle formed by the laminate of thyroid cartilage.
The Aryepigottic folds connects the sides of the Epiglottis to the
Arytenoids cartilages. The lower part of the posterior surface of
the Epiglottis projects backwards as an elevation called Tuberole.
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Dr. Stanely had divided in three parts of the limbs which co-

ordinate in voice — production.

i)

(ii)

Actucator
Vibrator

(iii) Resonator

3:2:1 - Actucator

(1)

In the limbs of actucator all the organs of breathing system
are important. Diaphragm and lower ribs of back side are
very helpful in deep breathing. Lungs are closed in the cage
of ribs inside the thorax. Portion of the stomach starts at
where ribs end, and is located at the same place which set
apart the lungs and around limbs from limbs of the stomach.
When a person takes breath that lungs require more space
by getting diffused. Due to diffusing of lungs Diaphragm
comes lower by pressure. Lower ribs of back side also come
out due to inner pressure. Here Diaphragm and lower ribs
can bring in form of operative tissues in opposite to each
other. As soon as one breaths out the ribs come back to their
original space. And due to the pressure, Diaphragm also
returns to the position.
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The group of both these muscles which work in opposite
to each — other. If the timing of voice — production remains
completely balanced then the function can be natural and
painless. This can be possible only when pulling time of
exhalation and inhalation remains in appropriate form.

3:2:2 - What is Vocal Cord ?

Vocal cords or folds are two fleshy lips with a sharp
margin. These are called the true vocal cords. The vocal cords
serve as good vibrators since they are capable of being
lengthened and shortened tensed and relaxed, adducted and
abducted. The true vocal cords are situated below the false
vocal cords. Though the fold is called ‘Cord’. It is no cord but
an elastic fibrous tissues. These vocal cords are whitish in
appearance and the mucous memberance is tightly covered
down to the sharp eddes of the cord. Voice is produced by
the vibration of the true vocal cords.

The false vocals cords are also fibro elastic tissues but
covered loosely by mucous memberance which gives a fleshy
appearance. They are reddish in colour. They help the chest
to be full of air and fixed before any muscular effect is being
taken. Their main duty is to close air passage. Though the
false vocal cords come closer when a high note is produced,
they play a very minor role with reference to phonation.

The pulses of air which come out rhythemically from
the larynx into the Pharynx and out through the oral and
nasal cavities cause the vocal tone or voice.

Vocal cord is a compartment made of cartilages which
is located above the wind pipe. There are three cartilages
and two vocal chords in it. These three cartilages are
gradually :
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Vocal Chord

| | NEREEN
Thyroid Cricoid Arytenoids

Arytenoids cartilages are also in two numbers. One
vocal cord is connected on the head and its second end is
strongly connected with thyroid cartilage. We can
experience thyroid cartilage by touching on throat. It is
totally covered by the thyroid cartilage. Cricoids cartilage
of ring shape is located below this cartilage. On opposite
side this is connected by thyroid tissues through thyroid
cartilage and reaches beside the thyroid cartilage according
to requirement, with the help of tissues. Both memberance
of thyroid cartilage and cricoids cartilage remain connected
“only with the vocal chord, in location towards back side. In
centre of both the arytenoid cartilages, arytenoids tissues
are located which are opposite tissues of thyroid arytenoid.
Due to pulling of arytenoid tissues vocal chords is called as
“Glottis”, is going to be closed on coming it nearer and it is
improbability for exhalation or inhalation of breath. By this
way glottis is working as a valve and at the time of our
singing or speaking, the glottis is almost remained closed
and vocal chord is pulled in such balance that the voice is
going to be controlled automatically.
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VARIOUS STAGES OF GLOTTIS

2%
.\% ;:r i
‘i;%
.
-
1.2 Vocalechord A. Glottis at comfort stage

3.4 Arytenoid cartilage B. Glottis at the time of breathing

5.

6.

Arytenoid tissues C.  Glottisat the time of voice production
Glottis

It should be born in mind that vocal chords are not self
operative. For, giving them motion there are thyro Arytenoids
tissues which are located in vocal chord only and most helpful
in voice control. If these tissues take wrong pressure then
vocalize is defective which is infurious to the throat too.

On having pressure to arytenoid tissues and due to
pulling of vocal chord, the glottis is going to be closed and
vocal chord is going to be vibrated through in coming air
from wind pipe and the voice is being produced.
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3:2:3 - Anatomy of vocal cord

10.

Arytenoid Cartilage

Thyro Arytenoid Tissuses
Arytenoid Tissuses
Thyroid Cartilage |
Upper Horn

Cricoid Cartilage

Wind — pipe.
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Main muscle group in vocal chord are written here as
under.

As shown in below mentioned diagram. |
(1) Crico Thyroid muscle
(2) Thyro Arytenoids muscle
(3) Crico Arytenoids muscle
(4) Arytenoids muscle

The above scene of vocal chord.

1.2 arytenoid cartilage

3.6.3  cricoid cartilage

4.5 Rearcrico Arytenoids Muscle Posterior

7. Arytenoids muscle

8-9.10  Thyroid cartilage |

11. In which Any tenoid cartilage is connected with cricoids

1.3.2.2.3 Crico Arytenoids muscles of front side. (Lateral)
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Every individual has got a natural pitch of his own. The
natural pitch level is dependent upon the physical
characteristics of the individual vocal mechanism. It is the
pitch level at which one can produce the note of the best
quality with very little effort. The vocal mechanism works
with great efficiency at this pitch level. As the vocal cords
are capable of varying their tension mass and length, the
pitch variation become possible. The pitch of the voice varies
directly with the tension and inversely with the mass and
length of the vocal cords. At the natural pitch level the vocal
cords are in relaxed and almost in flaccid condition while
they become stiff and rigid at higher pitches.

It is found that the notes of different pitches are
produced by stretching or relaxing the vocal cords through
the articulatory movements of the larynx. When lower notes
are produced, the vocal cords become short and thick and
the Glottis is wide dpened in its posterior part. It can be said
that all the laryngeal muscles are in relaxed position. In the
production of high notes, the vocal cords gradually lengthen
and become thinner. When still higher notes are produced -
the tension of the cords hightens and after a certain point
when the tension becomes too great the posterior sections
become adducted and the vibratory length is shortened. This
action is done by the Thyro — arytenoids muscles within the
vocal cords them selves. -

On the average, male voices are lower in pitch than female
voices. This is due to the difference in length and mass of the
vocal cords among the two sexes. The length of the vocal cords
range from 7/8 of aninch to 11/2 inches for men and from % to
7/8 of inch for women men posses thicker vocal cords than
women.
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The laryngeal mechanism is capable of producing a wide range
of notes. To cover this wide range the vibratory mechanism
undergoes certain changes in its length thickness and tension.
The technical term for adjustment of the larynx for particular
demands of range or for a series of notes is called the Register.

An octave or Saptak consists of seven notes of the gamut.
In a Register a series of tones are produced by the same
mechanical adjustments of the Larynx with similar tone colour.
An octave concerns only with pitch range while the registration
action is primarily concerned in regulating the intensity or quality
of tone.

Though pitch is very important factor in registration, the
real distinction lies in the intensity or quality of tone.

Scientifically speaking there are only two groups of muscles
(crico-thyroid and thyro-arytenoids muscles) and (posterior and
lateral crico arytenoids muscles) which stretch the vocal cords.
As there are only two extremes of vibration, there are only two
registers in a voice. The two registers can be called ‘Low
Registers’ or ‘Heavy Mechanism’ and Upper Registers or Light
Mechanism. |

In the lower register the vocal cords vibrate fully and the
mass of the cords is heavy. This register is used for normal
speech. The vibration can be felt in the chest when the cords
oscillate slowly. |

After a certain level of frequency, the laryngeal mechanism
adjusts for the production of high notes. The vocal cords do not
vibrate with their full length. At eatremely high pitches, only
the edds of the vocal cords are seen to vibrate the tone sounds
like flute because of fewer partials.
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Regarding falsetto, a few believe that head (upper) register
is falsetto and is not beyond the capacity of natural voice.

An effective good voice should be able to produce three
octaves in India. The entire range is classified into three sthayis
Mandra Madhy and Tara (low, medium and high respectively).
The three sthayis Mandra, Madhya saptak and Tara saptak. A
saptak consists of seven notes. According to Indian conception,
the fundamental note or key note which is called Adhara sadaj
always belong to Madhya sthayi sadja and is known as Madhya
sadaj. The notes which are sung below this Madhya sadaj belong
to Mandra sthayi. The notes which are sung above the Madhya
sthayi nisada belong to Tara Sthayi. -

By habituation, we use the term register to denote the
Sthayi and consider the Mandra, Madhya and Tara sthayis as
three registers. But scientifically they are not. There are only
two registers in human voice and a good voice which has an
effective range of three octaves produces them in either
laryngeal adjustment. In the bottom notes of the middle octave
and the notes of high octave are produced by the mechanism of
the upper register.

It is obvious that the working of the laryngeal mechanism
is not comparable to the functioning methods of any of the man
made musical instruments.

When ever the vibrated air comes out of the vocal cords
that time it also co — vibrates through nose and comes out from
mouth and due to that reason there is humming in voice.

Whenever pharynx is operative at that time voice is put
pulled in laryngeal cavity. Shape of this cavity is being changed
with high — low level of the voice. The shape of the throat is
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being felt from the pressure remained on root of the tongue are
correctly helpful in bringing of humming. By its proper working
not only humming standard remains in correct form but also
voice — could remain in appropriate position. Sometimes tongue
becomes too much bitter so that time voice comes out is called
Throaty voice.

In Western Kantha Sadana register is very important word,
term the almost success of singing depends upon being innocent
amd growth of it. As per the statement of Dr. Stenley regiseter
means,

In equal planning of muscles group the vocal cord any one
muscle group which is more effective called as register. There
are only two muscle groups by which vocal cord is controlled

(1) Upper Register
(2) Lower Register

In upper register, the pressure taken by arytenoids tissues
and by which production of voice are included. When in lower
register, the voice produced through thyroid tissues. Both, the
register remain operative in correct form and additional load
comes on upper register in Taar — Saptak. It should be known
through below mentioned sketch that if both the Registers
remain properly at the time of vocalize, then how equilibrium of
Registers will remain.

The correct commencement which is called as “Attack” in
technical language. It bears very important place in technique
of singing. Equal planning of breathing and tissues of vocal cords
as well as tissues of humming standard are necessary for the
best vocalize. All these activities are totally undesirable. On total
growth of vocal cords and Pharynx, the difference of many
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results are automatically done. But for which the correct
commencement (Attack) proper planning is required in all these
and the same is required fault — less also in different form of all.

First of all the singer should think that what does he wants
to sing subsequently by preparing humming standard as per
requirement by preparing cavity of pharynx by pulling vocal cord
and to vocalize (sing with proper swaras notes) all these should
be done together.

In production of innocent voice some obstructive
conjuctures are as under :-

(1) We control the breathing through tissues of breathing system.

(2) The throat should be remained totally loose at the time of

‘voice production. At this time, vocal cord and pharynx have

to remain stable in the same condition which is impossible

without tissues pressure. It is necessary for tissues neck

etc. toremain stable. Consciousness of throat is absolutely

required Giving of formation to voice according to
requirement is depended upon the singer.

(3) There is peculiar conjecture regarding voice production.
For it location, some believe it in head or some believe in
mouth. Some believe to have it required in opposite
direction to the palate. It is also told that this location is
experienced opposite to the face, beside nose or lips.

Voice production location is an element on which
giving of little pressure is enough to ignore the other limbs.

(4) Itisalsobelieved that sweet voice is the gift of God nature.
But who can utilize it by which method. Every body can
achieve the best the sweetest voice in equal form.
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3:3 - Breathing and The voice

Though the voice is produced by the vibration of the vocal
cords the nature of vibration is greatly influenced by the action of
the respiratory muscles the breath flow. The intensity of the voice
depends upon the breath force which determines the amplitude
of the vibrations of the vocal cords. For the artistic purpose of
singing voluntary control over the breathing mechanism is
essential. -

3:3:1 - The Physiology of Breathing

The lungs which are counical in shape supply the energy for
tone production. They are suspended in the thorax one on the
right and the other on the left. The right lung is divided into three
lobes while the left lung is divided into two lobs. In normal
breathing, only the upper parts of the lungs expand where as for
the purpose of singing, all five lobs expand and contract.

The primary source of voice production is the smooth flow
of air provided by the breathing apparatus, in particular, the lungs.
The air breathed in with each respiration is called. Tidar air and is
about 500 cc. in volume A singer should never sing with the “fag
end” of the breath. When the chest muscles are too much relaxed,
the singer looses the volume off the voice as well as the control.

Clavicular or high - chest breathing is based upon the principle
of filling the upper chest cavity with more air by frequent inhalation.
The diaphragm lowers only for half of an inch which make the
singer loose his control in exhaling the air. In the abdominal type
of breathing, the emphasis is made on the movement of the
abdominal wall with a slight movement of the chest cavity in this
type of breathing the diaphragm descends for three and a half
inches. So the singer has very little control on the breath flow
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which inturn makes the voice breathy. Incorrect methods of
diaphragmatice breathing lead to this abdominal type of
breathing.

In speaking and singing the breathing activityes becomes less
uniform as the inhalation becomes sudden and quick while
exhalation is prolonged and very slow as opposed to that of normal
breathing. In normal breathing the rate of respiration is
approximately fourteen to sixteen times per minute while during
singing the rate of respiration is lowered to six times per minute.
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3:3:2 - Applied Physiology of breathing into Singing

Disorders in voice production mostly result from incorrect
breathing. The two essential requirements of well controlled
breathing for singing are:

(i) Quick inhalation of large volume of air and,
(i) Regulated exhalation of breath stream.

The type of breathing that ensures the two above mentioned
requisites is the Diaphragmatic type. An often quoted advice to
singers is to sing from the diaphragm and not from the throat.
The lower back ribs expand more which facilitates a greater
amount of descent of the diaphragm. This provides greater
expansion of the chest cavity and hence larger amount of air is
obtained. The quantity of air is not the only criterion for singers
but also the control of the exhaled breath stream is very important.
Both the quantity and control of breath can be had only from this
diaphragmatic type of breathing which emphasizes the action of
the diaphragm. The singer is able to sustain on the notes for a
longer period without any wobble and execute long phrases with
continuity. The continuity of the musical phrases necessitates the
infake of the breath to be less frequent.

The technique of breathing is the foundation upon which
the whole structure of voice training is built. The main objects of
breathing technique are to produce a powerful voice, to execute
long the musical phrases, to make use of full vocal range and to
sustain on a note without any vibration. A voice with the low
intensity however much it is pleasant and trained to high degree
of perfection, will always lack the capacity to dominate a big
audience. The correct type of breathing enables the singer to
inhale quickly in order to interrupt the song as little as possible
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and to have greater capacity of air, and it provides control to expel
~ the breath in order to sustain on the notes steadily for a longer
period, to excute groups of notes in fast tempo at one stretch to
maintain the force and power of the voice in the long passage
upto the end of the musical phrase and to have power and wide
range of the voice. Hence “the virtuoso in breathing is nearest to
the virtuoso in singing.” (an old Italian adage)
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3:3:3 - Study of Increasing breathing Power

(1)

(2)

(3)

(4)

Take deep breath slowly and fill the lungs totally. On
keeping the figure on ribs under thorax, you would feel
air filling in lungs together with the distance comes
between ribs and diaphragm. The matter should be
taken into consideration that at the time of taking
breath, upper part of thorax and shoulders are not
pulled it means that the position of shoulders should
not be changed if this happens frequently then it means
the lower ribs are not expanded properly. As far as the
note is concerned, there is no any benefit due to filled
breath in upper thorax.

Now release the breath slowly and make experience
of the empty lungs together with relaxation of thorax.

Taking of breath is easy and natural process and
PRANAYAM (practice of long breathing through the
nose) is its improved formation. At the time of exercise
of prayanam, it is not required for tissues to make them
straight or pulled. Centralize your attention on entering
breath and lower wide parts of the lungs.

Even after that there is any difficulty, release the breath
joyfully. By doing this the pressure can be made away.

This study should not be exercised constantly for
prolonged period. As your exercise and control on
breath are increased this weakness too.

Exercise the study of breathing speedily and to release

‘the same slowly. More attention should be paid for

absolute avoidance of the voice while taking the breath.
In comparision of taking breath in general position of
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speaking and singing quick breath is taken as a result
the breath is taken by us through mouth or nose.

At the time of the beginning of exercising the study it
is required to stand opposite to mirror hence while
breathing fast attention can be paid on movement of the
shoulders. This exercise is for a speaker and for an actor,
not for a singer. |

Start breathing on one, and two three four or five.
This is to be repeated.

There are two types of pranayam for a singer.

The face should be bent little from throat to heart
and air should be filled up instend of words. In this way
the little air should be inhaled through both the nostrils of
nose, then on filling (inhaling) of total air and wait for four
to five seconds and subsequently air should be released
(exhaled) slowly through left nostril. In this pranayam,
inhaling the air this is to be maintained and air should be
released. All these actions should be done for a little while
only this can be done in any of the position of sleeping
sitting walking or standing. The name of this pranayam is
“UJAYEE”. The veins of the throat become easy and strong
due to this pranayam.

Once the eldest son of Tansen named Bilas Khan
started his performance. He was so involved in his
performance from nine o'clock in the morning to five
o'clock in the morning to five o'clock in the evening in his
singing. He had an extra ordinary capacity of note and that
day he gave birth to a new raga called Bilash Khan Todi
which was of Todi Thata. Even today there are many genius
singers who can sing hours together.
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3:4 - The Acoustics of the voice

Acoustics is the study of sound which dealt with its
production transmission and other properties. The voice has three
elements the actulator, the vibrators and resonatiors, the actuator
the source of power. The vibrators converts the energy supply by
the actuator into a series of compression and rarefaction waves
while the resonators modify the sound output of the vibrators,
enrich the tone by their resonating properties. In the human voice,
the lungs supply a steady air stream, the vocal cords convert the
steady air stream into pulsating air stream while the resonating
cavities throat, mouth and nose modify the relative harmonis
content of the sound wave by their resonant properties.

A tone consists of three general properties of a note and
varies directly with the frequency of vibration. Frequency pitch
intensity and timbere Pitch indicates the frequency indicates the
number of vibrations per second made by the sonorous body and
the number of oscillation per second occurring in the transmitting
medium. The fundamental pitch of a tone produced by the voice
depends upon the number of puffs of air waves per second passing
from the vocal cords. The pitch of the note depends upon the
mass, tension and vibrating length of the vocal cords. The human
voice is capable of covering a range of three octaves.

The quality of the voice is a product of the tone produced by
the vocal cords as modified by the resonating cavities.

Research experiments conducted by scientists at the
University of lowa have also shown that the voice which has
undergone training wanders at the rate of about six times a second
above and below the nominal pitch. This oscillation of the voice is
known a vibrato. Dr. B. C. Deva has found out through his scientific
experiments that the, ‘gamakes’ bear the burden of the
unconscious forces as Indian music makes use of the finer pitch.
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The quality of the voice mainly relies on vowel production.
The free passage of the breath stream through the mouth cavity
with out any audible friction produces vowel sounds. This
phenomenon makes the vowels to be always voiced. The
investigation on the nature of vowel sound had been conducted
by many scientists from the beginning of the nineteenth century.
Each vowel is supposed to have two resonant regions set up
simultaneously in the mouth. This characteristic region where all
partials are strengthened is known as formant. There are two
theories regarding the quality of vowels, the fixed pitch theory
and the relative pitch theory each vowel is characterized by a fixed
resonating region independen of the fundamental vowel tone. The
relative pitch theory holds just the opposite opinion that the vowel
quality is charaeterized by a series of over tones on the particular
fundamental tone and varies with the pitch of the fundamental.
The fixed pitch theory is more widely accepted than the relative
pitch theory. There are two formants of fixed pitch for every vowel.

The harmonic structure attributes a distinct quality to each
vowel. The vowel colour depend upon the proportionate strength
of the vowel components to the harmonics of the tone which is
decided by the size, damping and selectivity of the resonators. A
good singer should phonate clearly with out affecting the
instrumental resonance of the note.

The consonants are produced by obstructing the breath in
the mouth by the organs of articulation at one point or another.
Hence consonants are produced with or without voice. The
production of consonant sounds is known as articulation which
comes from the root word meaning 'bring tbgether'. In the process
of articulation the articulators (lips, teeth and lips, tongue and
teeth or palate and tongue) are brought together. The consonants
give intelligibility to the words.
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Consonants are the first to disappear at a distance while
vowels have more carrying power. For this reason Islamic prayer.

‘Allah, ou Akbar La illlah Illalah’ can be heard from a very
long distance. The shepherds and other hill tribes make their voices
reach a great distance by prolonging the vowel sound.

Vowels are considered as more harmonious and deep toned
than consonants. That is why a language is described musical if it
abounds in vowel sounds. The Hawaiian language is said to sing
(Aloha Ukulela) because every syllable is parted by a vowel and
every word ends with a vowel. In the West, the Italian language
which consists of more vowel sounds is considered as the musical
language and best studies for a singer are written in that language.

- As singing is almost a continuous production of sound
interrupted only by the pauses for inhalation, any speech sound
that spoils the continuity of the song does not suit well for musical
compositions. 0. S. Goswami writes in his book the story of Indian
Music as follows.

“All the compositions of Hindustani music are in Braja
Bhasha, a dialect spoken in and around Mathura and Brindavan.
The reason for this is that vowel sounds are more suitable for
music than consonants and among all the languages in North India
this dialect has probably the largest number of words with out
any conjunct consonants and the vowel is very prominent at the
end of every letter. In music, it is not enough to use ordinary words
but the softer consonants and sibilants music prevail before the
‘melody takes place in the human voice.”

As the formation of vowels determind the quality of the voice
more prominence is given to vocalization exercises in voice training
methods. The voice must be capable of articulating intelligibly the
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words as musical tone. Hence clear articulation of consonants is
also necessary to give intelligibility to the words used in singing.
In Gandharva Veda good articulation of words is regarded as one
of the essential features of good singing.

Susvaram sarasam caiva sargam madhurak sharam.

Salankaarapramanam ca sadvidham gitala ksnam. (O. S.

~ Goswami)

The appeal for vocal musicis greater than intstrumental music
because of the welding of the words with music.
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3:5 - The Resonators

The quality of the voice depends largely upon the resonant
cavities. The charactevistic feature of sound produced by any
individual voice or insterument is known as quality differentiates two
sounds of the same pitch produced by two voices or instruments.

The resonant system of the voice is more complex than those
of other musical instruments because the voice is unique in having
several resonant chambers. The relationship that exists between
two vibrating bodies of the same pitch is called resonance. The
vibrator causes another body to vibrate in tune with it and this
phenomenon is described as resonance. There are two kinds of
resonance, sympathetic and forced. The instrument voice makes
use of the symp'athetic resonance. |

In the human voice the chief resonating cavities are throat,
mouth and nose. The resonators of the human voice are a
modulated contrivance.The two cavities, throat and mouth are
tunable. Unlike other wind instruments such as oboe, flute etc.
the resonator of the human voice influences only the quality of
the note while the vibrators determine the pitch of the note. The
vibrators are able to control the resonators to dictate the pitch of
the note only by their own precision and vigour but also due to
the fact that the throat cavity in which they are fixed is a chamber
of irregular and easily variable one having soft and elestic walls.

The pharynx or throat cavity is about five to five and a half
inches in length. The pharynx is a very important resonator. It is
of conical form consisting of fibro- muscular tissue and lies
imediately above the larynx and extends upward behind the mouth
and nose. As it is placed very near the laryn, it gives a powerful
effect upon the tone quality. The Pharynx strengthens the lower
partials and thereby adds mellowness to the voice and also muffles
the undesirable higher partials because of its soft walls.
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When the tone produced by the vocal cords is directed
through the various sets of resonators, it assumes different colours
according to the prominence given the particular resonating
cavity. In the field of voice culture, this is known as the ‘placing of
the voice’. The voice can be placed either forward, backward or
centre.

In ‘forward placing’ the tone is placed well forward in the
mouth and the tone tables prineipally the mouth resonance. As
the walls of the mouth cavity are too flexible and variable due to
its soft walls the tone is not reinforced consistently. This invariably
makes the tone lack in richness and volume. The mouth is not a
good resonator. It should act as a megaphone. In ‘central tone
placement’, the tone is reinforced primarily by the pharynx. The
tone obtains both carrying power and ringing quality. The throat
cavity is kept well opened relaxing the jaw, lips and neck muscles.
The sound waves from the vocal cords are reinforced more
efficiently by the pharynx while the mouth is adjusted into the
shape of a megaphone. This is known by the name ‘open throat’
singing. Singers of classical music are expected to sing with this
tone placement. In backward placing, the tone is placed well
backward on the hard palate and reinforcement comes mainly
from the cavities of the lower part of the throat. The tone quality
is of somber type.

Voice quality is partly dependent on the size, shape and
surface of the resonators and partly on the way we operate the
mechanism. Large resonators reinforce the low frequencies. The
opening of the throat must be enlarged to make the resonating
cavity big enough to make the tone rich. Hard walls accentuate
the brilliance of the tons and make the tone metallic by reflecting
the high partials unimpaired while soft walls make the tone soft
-~ and mellow by absorbing the rapid and short wave vibrations and
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dampening the high partials. The resonators of the vocal
mechanism should be so operated as to get the reinforcement
from the three cavities throat, mouth, and nose properly.

The resonance of the throat is achieved more by mental
conception as to where the tone should be placed. The throat
cavity must be enlarged to ensure good resonant tone. The placing
of the tongue plays a vital role in varing the size and shape of the
throat cavity.

The mouth cavity must be kept open to act as a megaphone
with the pharynx and the nasal passage should be free to obtain
the nasal resonance.

Though the person should increase the size of the resonators
he must be aware that only little passage is provided between the
resonators. The total volume of the resonating chambers should
not be altered and the variations of the mouth opening should be
as little as possible.

The resonators should be made to function properly to make
the voice sound best “CERCA LA QUALIZLA QUANTITA VERRA”
which means that if quality is sought quantity will be got.
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3:6 - The psychology of singing

Singing is an aesthetic calling of the Mind. The feeling or the
emotional out put comes to a particular level where psycho —
physical parallelism begins to operate and then only the person is
able to produce the voice.

Mind is the head of the singing department and those who
lack the proper cerebral organization find it difficult to produce
correct tone. |

Elena Garnetti described the production of the voice psycho
— physically as follows :-

“When the body is muscularly co-ordinated on a more or
less mean tension and all the artificial suctorial activities are
correlated functionally on a happy mean in relationship to ‘breath’,
the physical energy of the individual form finds vent in vocal
expression. This constitute the natural exercise of the body for
establishing the vocal instrument and including the phenomenon
of voice.”"

Voice is not conditioned by throat alone but is the result of a
series of interacting forces, a substantial part of which are more
psychological than physiological. When producing a vocal note,
the singer first gets a mental picture of the note. It awakens the
motor centres which control the current necessary for the
approximation and charges in the tension of the vocal cords for
the required tone. Hearing is the main sensory stimulation for the
act of voice production. When one hears the sound, the impression
is being made in the brain. The brain then induces the muscular
effort nessary to produce the particular sound through different

[impulses. Though the singer does not actually feel the muscular

movement of the vocal cords in the throat when producing a note.
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The mental image which is obtained through hearing guides him
for the production of the note with correct modulation of pitch
and intensity.

In musical and phonetic literature the mind is said to excite
the bodily for which in turn strikes the air. The air which resides in
Brahmagrathi comes upwards, passes through Nabhi Hruth Kantha
and ‘Murdha’ brings forth the voice.

The act of speech and song is neurologically connected with
the development of the cerebrum in man.

P.L. Batra, in his books science and Art of Indian Music
remarks as follows:- “Vocal music is the most difficult type of music
to produce. Strictly speaking it is of the Tar — Sushir variety i.e. a
type produced by setting vocal strings in vibration by exhaled air.
No frest or other possible mechanical aid being available for
regulating the length of the chords for production of different
notes. The desired result is achieved by mental control.

The act of singing is the musical expression of emotions
suggested by our thought and imagination. Almost the whole of
Humanity have a desire to sing. The Vocal Mechanism - the singer's
instruments - is also fit enough to produce musical sound but it is
so astonishing to find that many do not sing well. The fault is mainly
upon the defective mental perception of the musical sound than
the conditions of the mechanism of the voice. Research
experiments have shown that in many cases vocal impurities such
as short vocal compass and unsteadiness of the voice result more
from psychological factors than physiological factors. A very soft
and low tone is also due to the suppression of emotions.
Depression and sorrow effect the lowering of the soft palate which
makes the voice nasal. As vocal musicis imbued with live emotions
and feelings, it has become the most difficult type of music.
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Psychologically the voice acts as a mirror to the inner feelings.
Normally, a habitually tensed person produces his voice at a higher
pitch level than a relaxed person. Sharp and nasal voice is generally
produced by a nagging person. A hard hearted person produces
harsh and guttural tone.

The kernel of singing is based upon self confidence and purity
of mind. The singer must be confident that the God has bestowed
him a good voice and by practice he can bring the instrument
under his control. He must also have an extreme love and devotion
to the Art of Singing which give him more strenghth to practice
assiduously. Dissatisfied and dejected attitude towards singing
should never be present. Shyness and fear should be eliminated
as the emotional tension affects the ability to control the vocal
organs. Raja Someswara in his valuable work Manasollasa
prescribes seven qualities to be possessed by a good singer Among
which Nirbhayata or fearlessness is included.

The verse runs as follows :

YRR T A T e T Ry |

qre=rar FRIar Tg: 9@ TR |

Sariram ca dhvanim madhyao prodhi gamaka kousalam |
Talanyata nirbhayata gatuhu sapta mahagunah | |

Raja someswara “MANASOLLASA” A CULTURA :-

Self consciousness during singing makes the singer feel shy
and nervous which in turn prevents the person from clear
concentration. Physiologically self consciousness induces tension
which makes tongue to go back partly closing the throat. The nasal
passages at the jaw stiffens which cause distortion upon the voice.
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Singing is interconnected not only with the whole physical
organization of the body but also with feelings, attitude, intellect
and intuition. The physiological mechanism 'voice' is controlled
more by the psychological part 'will'. If this unconscious imitative
urge - 'the will' - does not function properly. There is no method
or mechanical aid to make the vocal mechanism produce the
voice. The singer trains the voice more by Kinaesthetic and
coenaesthetic sensations. It can be said that a good vocal teacher
must also be a competent psychologist. It will be better if he
advises the student to do the right things in the proper manner
instead of telling him the things which sould be avoided.

Psychological means

The effect of our nature pshychology makes on our voice Now
let us think about psychological means and remedies which are
helpful in voice- culture.

There is one means by which weakness of muscle SWAR-
SADHANA can be repaired.

(1) Close your eyes and start to sing in lonliness. When your
entire attention is concentrated, stop singing and imagins
that you are listening your voice yet now. Continue your
singing by this way and imagine most melodious voice which
you have ever listened to. Think it is only your voice and after
that suddenly bring that song of imagination in voice and
start to sing. While singing and subsequently being silent
own voice in imagination (As we desire to produce).

Exercise this SADHANA every day for 15-20 minutes and
be confident that your voice is going to be more melodious.
By this way, your voice definitely will be produced one day.
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Chapter : 4
Fundamental of Voice Cultivation

Fundamental of Voice Cultivation :-
4:1 - Alankaar

fafere aufdeacer T |
(Sarang Dev, Sangeet Ratnakar, 3, 150)
Vishishta varnsandarbhamlankar prachekste |

(That is a regular group of letters is called alankaar)

Alankaar means ornament or embellishment. As an ornament
adds to the beauty of body, similary, alankaar adds to the beauty
of singing. It is written in Abhinav Ragmanjari.

Iy eda frem fastera &t @ar faqsa |

3fenfird Shiar T ST QI 11 (Abhinavragmaniri)
Shashina rahitev nisha vijalev nadi lata vipushpev.
Avibhhushite kanta gitirlankar hina syat.

(That is as night without moon, river without water, creeper
without flowers and body without ornaments do not look beautiful
the same way song along does not sound musical without
alankaar.)

Alankaar is also known as 'palta'. Before teaching actual
singing, the student is first taught the alankaar because true
knowledge of notes is not attained without it and he also does
not get success in musical art in long run. Alankar also helps in
raag vistar. [Raag Vistar - Elaboration raag by notes while
remaining in its set composition / form.] A raga can be beautified
musically with the help of alankar. The taan ( taan = notes sungin
drutlay) etc. also depends upon alankaar such as sare, gare, gama
..gama..pa..rega..rega..mapa..dha etc.
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Alankar is always in group of letters. For instance 'saa re ga
saa'. In this ascending and descending both the orders have come.
Taking it as a ladder the notes can be expanded further. The former
notes should be expanded leaving behind the latter notes. Hence
‘regamare’ is the second ladder 'gamapaga’ is the third. Many
alankars can be produced in this way. But it should be kept in
mind that the notes of a particular raag should merge with the
alankaar of that raag.

A fine orderly weaving of jewel and flower like notes is called
alankar. As a garland is made by knitting flowers and jewels,
similarly alankar is made by knitting letters in order. The Taan,
paltaa, aalaap etc. by which araag is embellished is called alankaar.
Innumerable types can be made by the mathematics of alankars.

The notes employed in the begining as well as in the end is
called the alankar of sthaayi — varna. That is, the note which is
used in the beginning is also used in the end. Such alankars are
seven.

4:1:1 - Types of Alankaars
(i) Prasannadi

(i) Prasannant

(iii) Prasanna Madhya
(iv) Prasannadyant

(v) Kramrechit

(vi) Prastaar

(vii) Prasaad
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These seven are the sthaayi varnaa alankar. These associated
with the lowest octave are called prasannadi. Those associated
with the beginng of the lowest octave are prasannadi and those
associated with the ending of it are the prasannaadyant. The
middle of the fourth lowest is prassanna Madhya, and the fifth in
order is kramarechit the sixth type is called prastaar by which the
expansion or spread is done. The seventh is prasaad by which
notes are expanded completely and delight is felt.

There are many other alankaars besides Bhadra, Nand, Jit,
Som, Griv, Bhal and Prakash.

The order made by leaving the two notes is called Bhadra
alankaar. The note is re- pronounced after initiating it i.g. the note
'sa’ is repronounced after singing 'r'. thus, sa ri sa form is created.
Alankaar is also called palataa. Singing from the shadaj of the
middle octave to that of the highest, it should then be played or
sung in the bilaval thaat with komal madhyama or in some other
'thaat’. In this way also the form of Bhadra alankaar is made.

Nanda alankaar is created by coming to the complete note
with the use of two notes along with Rupak taal. In Jit alankaar
the order is that of 'sa ga ri sa'. It is of four beats and has laghu
kaal. [Laghu Kal = Originating factor for total.] Many beats are
formed out of it.

Leaving one note while employing two is called som alankaar.
Such as sa, sa, sa, re, re, sa sa __ there are eight beats in it and
guru kal. [Guru Kal = Originating factor for total.] Here also many
beats are formed.

Griv alankaar is made with two small and eight beats. E.g.
sa, ga, ri, ga.....
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Bhal alankaar made by singing ma, ga, ri, sa. After sa, ga, ri, ma.
Here there are two drut one laghukal / and eight beats.

Prakash alankaar is made in conjunction to twelve notes in
twelve beats — sasa, riri, gaga, magari, garisa.

Arohi (Ascending Alankaar) :-

The sages say that there are twelve alankaars in ascending

- order which are as follow :-

(1) Vistirna (2) Nishkarsh (3) bindu (4) abhyuchhraya (5)
Hasit (6) preikhat (7) aakshipt (8) sandhi prachchhodan (9)
Udgit (10) udvahit (11) trivarna (12) veni.

Sanchari varna (Evanescent Alankaar ) :-

The number of evanescent alankar is twenty five. Some
scholars believe it to be twenty six.

(1) Mandradi (2) mandra Madhya (3) mandrant (4) prastaar
(5) Prasad (6) vyavrut (7) chalit (8) parivart (9) aakshep (10) bindu
(11) udvah (12) urmi(13) sam (14) preykhit (15) nishkujt (16) shyen
(17) kxam (18) udghatit (19) ranjit (20) sanniyrut (21) pravruti
(22) venu (23) lalit (24) hunkav (25) lhadmaan (26) avlokit

Musicians have mentioned other seven alankars besides the
above said.

(1) Indranil (2) mahavraj (3) nirdosh (4) seer (5) kokil (6)
aavartak (7) sadaanand.

To enrich the knowledge of the singer other five alankars are
also mentioned.

(1) Chakrakar (2) jav (3) shankh (4) padmnibh (5) varid.
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Thus, there are sixty eight various alankars. Expansion of raga

raag vistaar is done with these alankars only and the raag is
beautified. With their use, a singer also attains mastery in notes
and beats. Without them the poetic art of the poets and the
musical art of the musicians look poor. Like the expansion of taan,
alankars are also in crores ( by the musicologist uttamacharya )
they are to be kept in the treasure house of heart

Many methods are famous in Indian music according to the

principles of Hindustani method, unending and uncountable types
of uncountable alankars are used to make ragas.

Extra types of Alankaars

(1)
(2)
(3)
(4)
(5)
(6)
(7)
(8)
(9)

Aaghaat (Striken note)

Andolita (Swung note)

Gumphita (note strung together)
Kampita (Vibrating effect)

Kurula (Spiraling / curling notes)
Mudrita (intert wined note)
Plavita (flowing effect)

Sphurita (quivering effect)

Ulahasita (effect of elation)
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4:1:2 - Shudh Swar Alankaar for Students Practice Divided in

Types

(1) Aroh:
Avroh :

(2) Aroh:
Avroh :

(3) Aroh :
Avroh :

(4) Aroh:
Avroh :

Type—-A
Sa, re, ga, ma, pa, dha, ni, sa
Sa, ni, dha, pa, ma, ga, re,sa
Sa sa, re re, gag a, ma ma, pa pa, dha dha, nini, sasa,
Sa s'a,‘ ni ni, dha dha, pa pa, ma ma, gag a, re re, sa sa,

sa sa sa, re re re, gagaga, mamama, papapa,
dhadhadha, ninini, sasasa,

Sasasa, ninini, dhadhadha, papapa, mamama,
gagaga, rerere, sasasa

sasasasa, rererere, gagagaga, mamamama,
papapapa,dhadhadhadha, nininini, sasasasa,

Sasasasa, nininini, dhadhadhadha, papapapa,
mamamama, gagagaga, re rerere, sasasasa
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(1)

(2)

(3)

(4)

(5)

(6)

Tybe -B
sare, rega,gama, mapa, padha, dhani, nisa
S'avni, nidha, dhapa, pama, maga, gare, resa.
sarega, regama, gamapa, mapadha, padhani,dhanisa,

Sanidha, nidhapa, dhapama, pamaga, magare, garesa

saregama, regamapa, gamadha, mapadhani, padhanisa

Sanidhapa, nidhapama, dhapamaga, pamagare, magaresa
saregamapa, regamapadha, gamapadhani, fnapadhanis'a,
Sanidhapama, nidhapamaga, dhapamagare, pamagaresa
saregamapadha, regamapadhani, gamapadhanisa,
Sanidhapamaga, nidhapamagare, dhapamégaresa
saregamapadhani, regamapadhanis'a

Sanidhapamagare, nidhapamagaresa
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(1)

(2)

(3)

(4)

43}

~ (6)

Type—-C
saga, rema, ga'pav,ma'dh'a, pani, dhasa,
S'adha,-nipa,' dhama, paga, maré, gasé,
sama, repa, gadha, n'riani,,pasa.,
S'apé, nima, dhaga, paré, masa.
sapa, redha, gani, mas'a',

Sama, niga, dhare, pasa.

sa dha, reni, gasa,

‘Saga, nire, dhasa,

sani, resa, .
Sare,.nisa

sa sa,

Sa sa,
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Type-D
(1) Aroh :resa, gare, maga, pama, dhapa, nidha, sani, resa
Avroh : Nisa, dhani, pafdha mapa, gama, rega, sare, nisa

(2) Aroh: garesa, magare, pamaga, dhapama nidhapa, sanldha
resani, garesa

~ Avroh: Dhanisa, padhani, mapadha, gamapa, regama,
sarega, nisare, dhanisa

(3) Aroh: magaresa pamagare dhapamaga, nldhapama
samdhapa resdnidha, garesani, magaresa

Avroh : Padhanlsa mapadhani, gamapadha, regamapa
saregama, nisarega, dhanisare, padhnisa
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Type—E

(1) sa |
Sa,re,sa,
Sa,fe,ga,re,sa,
Sa,re,ga,ma,ga,re,sa
Sa,fe,ga,ma,pa, ma,ga,sa,re
Sa,re,ga,ma,pa,dha,pa,ma,ga,re,sa
Sa,re,ga,ma,pa,dha,ni,dha,pa,ma,ga,re,sa
Sa,re,ga,ma,pa,dha,ni,sé,ni,dha,pa,ma,ga,re,sa

(2) Sa |
Sa,ni,sa
Sa,ni,dha,ni,sa
Sa,ni,dha,pa,dha,ni,sa
Sa,ni,dha,pa,ma,pa,dha,ni,sa
S'a,ni,dha,pa,ma,ga,ma,pa,dha,ni,'s'a
S'a,ni,dha,pa,ma,ga,re,ga,ma,pa,dha,hi,s'a
S'a,ni,dha,pa,ma,ga,re,sa,re,sa,ra,ga,dha,ni,s'a

All these exercises of notes can also be done in Komal and
‘Tivra Swar.
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4:2 - Murchhana

Wﬁmﬁm Togw 9 1|

(Sarang Dev, Sangeet Ratnakar, 9, 96)
Kramatsvaranam saptanamroheshchavrohana |
Murchchhantuchyte gramtrye taha sajsapt ch | |

The chronological ascending and descending order of seven
notes is the cause of raag and the scholars call it murchana.

Ancient musicologists believe that there are seven types
of murchhana which by reigning in their two graam, produce

‘various raag raaginis.

Taking two notes out of seven distance between the notes
is established and clearly manifest. The mystry of that created
out of Raag from murchchana can be known only by the scholars.
The description of the mingling of Raag found in modern
scriptures is imagined by the sign of tivra komal etc.

According to modern opinion murchhana of the musical
notes of the listeners is considered to be swar murchhana by
the sign of gamak etc. that is the modern view knows “swar
murchhana “ by the sign of gamak etc. by which the listeners
get enjoyment. Only that note is murchhana.

Expansion of Murchhana :-‘

Sampurna raagis dependent on murchhana according to the
scholars swar murchhana is said to be of three types. (i) sampurna
murchhana of seven notes. (ii) shadavmurchhana of six notes. (iii)

.odav murchhana of five notes.
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It is impossible to create raag with only four notes in the
common parance mixing / balancing of the notes sa, re, ga, ma,
pa, dha, ni, is singing is called murchhana. Mixing / balancing
means an arrangement of the expansion of certain group of notes
from the low to the middle octave and to the high octave is called
murchhana. The tuning of seven notes and murchhana are |
synonyms of each other.

In this group (Chhand) the notes of Purvaang - the first half
(sa to ma) and Uttarang - the latter half (pa to sa) are mentioned
as chal (moving) and achal (still). Saregama is the blend of four
notes and these notes are considered to be of purvang Mel.
Similarly, Uttarang notes including pa,dha,ni and shadaj i.e. pa
dha ni sa is Uttarang mel. In purvang rishabh and gondhar are
komal and like music in Uttarang dhaivat and nishad are komal. In
a purvang, shadaj and madhyam are believed to be achal notes
and in uttarang pancham and shadaj are taken as achal notes.

That the raga depends on the expansion of the Vikrut notes
rishabh gandhar dhaivat and nishad. That is re, ga, dha, ni, these
four komal notes become the raag thaat by their expansion.

Without the knowledge of that, it is impossible to have the
knowledge of meljanga raags. Hence this description is given to
know the form of thaat.

The first note is shadaj. There are four notes after it, called
rishabh and gandhar(shudhdha and komal). From that the first is
not believed to be gandhar and forth not to be rishabh. There are
two rishabhs and two gandhars second rishabh and third gandhar.
First three of them are rishabh and from second three are gandhar.

When rishabh is given the sign of ra, ri, ru, gandhar also takes
the sign of ga, gi, gu. Thus there are six signs in four notes.
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To attain the skill of expansion, the first six signs up to tivra
madhyam except shadaj as it is said ra, ri, ru, and ga, gi, gu in four
notes followed by the notes after pancham dha, dhi, dhu, and na,
ni, nu. These six signs are again made in four notes.

According to the process of expansion useful in raga six signs
are formed immediately in purvaang as said earlier.

Six types are formed in purvaang such as sa, re, ga, ma, sa,
re, gi, ma, sa, ra, ga, ma, sa, ri, gi, ma, sariguma and saragama.
Thes are clear six types.

Thus, keeping the former order in mind, six types of uttarang
are also formed. Pa, dha, na, sa, pa dha, ni, sa, pa, dha, na, sa, pa,
dhi ni sa, pa dhi nu sa and pa dha nu sa.

Indicating wheel of expansion process on the division of
Veenadand :- | |

Note First Division Notes Described
| (Purvang) in Scriptures
Shudh Shadaj Shudhdh shadaj
Komal Rishabh 1 Shudhah Rishabh(Ra)
Shudhdh Rishabh 2 Panch Shruti Rishabh (Ri)(ga)
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