Journal of C. de S. Kulathilake
Archival and Research

Vol.1 No.1, (2020 January)






Journal of C. de S. Kulathilake
Archival and Research

Vol.1 No.1, (2020 January)

2020
C. de S. Kulathilake Archival and Research Unit
Faculty of Music
University of the Visual and Performing Arts
Colombo 7



Journal of C. de S. Kulathilake Archival and Research

2020 Jannary

Journal of the C. de S. Kulathilake Archival and Research (JCDSKAR) is a
biannual research journal published by the C. de S. Kulathilake Archival and
Research Unit of the Faculty of Music of the University of the Visual &
Performing Arts, Sti Llanka. The objective of the publication is to disseminate
knowledge of national and international research conducted by erudite scholars in
the disciplines of Music, Dance and Visual Arts.

Editorial Policy - This journal accepts research and reviews articles, obituary notices,
scientific findings of the erudite scholars in the field written on Music, Dance

and Visual Arts. All correspondence regarding the journal articles should be sent
to the Coordinating Editor. The double-blind peer-review process is used to
review journal articles. The editorial board of the journal reserves the rights to
request authors to revise their manuscripts according to the comments made by
the reviewers. The editorial board of the journal reserves the rights to refuse the
publication of an article.

Diacritics used in this journal according to the Epigraphia Zeylanica Vol. 1 edited
by Don Martino De Zilva Wickremasinghe in 1912.

The authorship of the articles herein rests with the respective authors and is not
the responsibility of the editorial board or the publisher.

© 2020 All rights reserved. No part of this publication may be reproduced in any
form or by any means, electronic, photocopying or otherwise, without permission
in writing from the respective author except for the use of brief quotations in a
book review.

This journal is an intellectual property of the C. de S. Kulathilake Archival & Research
Unit of the Faculty of Music

ISSN 2783 8617

Advisory Board
Daya Edirisinghe, BAHons, MA, PhD, DLit, Emeritus Professor

Raj Somadeva, BAHons, MPhil, PhD, Senior Professor in Archaeology-
Postgraduate Institute of Archaeology, University of Kelaniya.

Kolitha Bhanu Dissanayake, Visharada of Music, BFA, MMus, Professor in Music-
University of the Visual & Performing Arts.

Chiltas Dayawansa, BFA, PGDip, MMus, Senior Lecturer- University of the Visual
& Performing Arts, Dean-Faculty of Music, University of the Visual & Performing
Arts.

iv



Journal of C. de S. Kulathilake Archival and Research

Editor-in-Chief - Ranjith Fernando BFA, PGDip, MA, Associate Professor in
Music-University of the Visual & Performing Arts

Coordinating Editor- D. Chanaka Peiris, Vadya Visharada, BMusHons, MPhil,
Senior Lecturer- University of the Visual & Performing Arts, Head-C. de S.
Kulathilake Archival & Research Unit, University of the Visual & Performing Arts

Editorial Board

Anura Rathnasekara, BEA, MMus, PhD ,Senior Lecturer - University of the Visual &
Performing Arts.

Iranga Samindani Weerakkodi, Visharada of Music, BFA, PGDip, MA, PhD, Senior
Lecturer-University of the Visual & Performing Arts.

Niluka D. Thilakarathne, BAHons, MA, MSc, Scientific Assistant-University of the
Visual & Performing Arts

English Copy Editor - Kamani Samarasinghe, BSc, PGDIT, MSc, MPhil, Senior
Lecturer-University of the Visual & Performing Arts.

Page Layout - D. Chanaka Peiris
Cover Design - Thamaj Studios

Print - Millenium Graphics



Journal of C. de S. Kulathilake Archival and Research




Journal of C. de S. Kulathilake Archival and Research

Table of Content

The Concept of Laya in North Indian Music
D. Chanaka Peiris

Semiological Approach in Ritual Communication on
Sanni Masks
Niluka D. Thilakarathne

“World Music” as Popular Culture
Gisa Jahnichen

Study of Sti Lankan Music and Indian Connection
During the Kotté Period (1412-1597)
Nishshanka Aberathne

A Comparative Study of the Alphabet of Sri Lankan
Sign Language and Abhinayadarpana
Palika Samanthi Garusinghe

Music in Ediriweera Sarachchandt’s Szibabahu
Sanjaya Kumara Jayalath

The Historical Background of Manipiri Dance
Dhanushka Washeera Salgamuwa

The Difference Between the Ordinary and Extra Ordinary

Performance in Classical Music
E. M. I. Edirisooriya

Art of At Raban in Harispattuwa

Mahendra Hemantha kumara Fernando

Through the Barriers of a Musical Journey to Wisdom

Thushara Rathnayake

vii

12-26

27- 38

39-55

56-68

69-82

83-95

96-112

113-122

123-133



Journal of C. de S. Kulathilake Archival and Research

Contributers

D.Chanaka Peiris

Vadya Visharad, BMusHons, MPhil, Senior Lecturer(Gr.1)-Department
of North Indian Music, University of the Visual and Performing Arts.
Niluka D. Thilakarathne

BAHons, MA, MSc, Scientific Assistant- University of the Visual and
Performing Arts.

Gisa Jahnichen

Dr. Professor of Musicology, Shanghai Conservatory of Music

Nissanka Abearathne

BPAHons, MAHons, Phd, Demonstrator -Department of South
Indian Music, University of the Visual and Performing Arts.
Palika Samanthi Garusinghe

Visharadh in Kathak, BFA, MA, MPhil, Phd Senior Lecturer (Gr.I)-
Department of Indian And Asian Dance, University of the Visual and
Performing Arts.

Sanjaya Kumara Jayalath

Vadya Visharad, BA, PGDip, Visiting Instructor - Department of
Drama, Oriental Ballet & Contemporary Dance, University of the
Visual and Performiong Arts, Visiting Lecturer- Department of Lan-
guage & Cultural, University of Sri Jayawardhanapura.

Dhanushka Washeera Salgamuwa

BPA, MA, Senior Lecturer (Gr. II)-Department of Sabaragamuwa
Dance, University of the Visual and Performing Arts

E. M. 1. Edirisooriya

BFA, PGDip, MMus, Senior Lecturer (Gr.1)- Department of North
Indian Music, University of the Visual and Performing Arts.

viil



Journal of C. de S. Kulathilake Archival and Research

Mahendra Hemantha Kumara Fernando

BPA, MMus, Lecturer-Department of North Indian Music,
University of the Visual & Performiong Arts.

Thushara Rathnayake

Vadya Visharad, BMus, MMus, DMus, Senior Lecturer(Gr.1)-
Department of North Indian Music, University of the Visual &
Performing Arts.

X



Journal of C. de S. Kulathilake Archival and Research




Research article

The Concept of Laya in North Indian Music

The Concept of Laya in North Indian Music
D. Chanaka Peiris

Abstract

The rest (virama) followed by kriya is laya. The three steps of /aya used in
ancient times have been changed to three ranges of laya. Due to the current use of
comparing the laya concept to the speed, setting aside the explanation of laya in
ancient times, it is difficult to understand not only the lzya but also the real nature
of the matra. The aims of this research comprise a comparative study between the
laya concept connected with matra presented by ancient Indian scholars with the aid
of kriya and kald and the laya connecting with the speed in modern times and also
highlighting the difference between laya used in Indian Music and Tempo used in
Western Music. The qualitative study methodology was followed in this research.
By reference to the original Sanskrit texts as the primary source, and by observing
musical concerts based on Indian and Western traditions, data were collected. The
results of the research were presented by the comparative analysis of data. Ka/a is
used to denote the average duration of kriya based on the unit called matra. The laya
may vary when it is connected with marga theory only. Instead of the laya concept
connected with matra or a time duration used in one syllable which was presented by
the ancient Indian authorities, the use of the present-day laya in a manner consistent
with the Tempo used in Western music has served to change the laya concept used

in ancient times.

Keywords: kala, kriya, laya, marga, matra.

Introduction

The concept of /aya is one of the dominant concepts in Indian
music. The Saigitaratnikara says (Sirngadéva, 13 c. CE/1947) that
Srutirmatd layab piti’ means the mother and the father of music are
Sruti and laya.

The word laya is regularly associated with the word 74/ in Indian
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tradition and therefore sometimes difficult to understand one concept
without the help of the other. In the early stage of the evolution of
music in India, the concept of 74l was defined differently than it is
today. Although in the present-day, the laya is considered as the spirit
of Indian music, in the early stage, there seems to have been no use
of laya in Indian music. The laya is a very important aspect in the
formation of the present-day #zl. But there was no use of laya in the
ancient zal which was quite different from the modern #al concept.

In modern Indian music, although such vatieties of laya i.e.,
vilamba, madhya, druta as well as ativilamba and atidruta are in use,
there is no placement of them in the permanent planes as described
by early Indian authorities. Therefore, the three steps of the laya ie.,
vilamba, madhya, druta described by ancient authorities are converted
into three ranges of the laya in the present-day Indian music.

At present, it is difficult to understand not only the lzya but also
the real nature of the matra, due to the current use of comparing the
laya concept and the speed of setting aside the explanation of laya
which has been so clearly explained by the ancient authorities in India.

The aims of this research comprise a comparative study between
laya concept connected with matrd or the time duration covered in
uttering one syllable as explained by the ancient Indian authorities with
the aid of kriyi & kald and the laya concept used in modern Indian
music based on the speed and also highlighting the difference between
laya in Indian Music and tempo in Western music, which are nowadays
treated as equal.

In this research, the qualitative study methodology was followed.
By studying the original Sanskrit texts like Natyasastra, Sangitaratnakara
as the primary sources, and books containing the results of important
research documented by the Indian and Sri Lankan experts as secondary
sources and also by listening to musical concerts based on Indian and
Western traditions data were collected, and the results of the research
are presented by the comparative analysis of the data.
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14l

In the field of Indian and Sti Lankan music 74/ has a special
place. Although the word #4la linked with the Indian music tradition,
the concept of #al itself has descended from ancient times, which has
been called by many different names the world over. In whatever way
the concept of ral is described by ancient authorities, the main point
that can be raised is that 74l is another aspect of the representation of
time. There is a mutual relationship between the #4/ and the time. 7zl
is always associated with time. 7zl no longer exists when the time is
removed from it.

Converting the linear time for a psychological cycle causes the
formation of #l. That is, repeating the same phenomenon over and
over again causes the birth of the 72/ Simply put, the #4/is the time. But
there is a difference between these two. That is, the time is not split,
but the #4l is split. Basically, 7zl is a time marked by division by kriya.
Time and kriya are two fundamental factors which are responsible
for the formation of ral. Without time or kriya, tal does not exist. By
combining time and kriyd, the third factor that affects the generation
of the tal, measurement, is formed. Because of this, .S‘drrigddém(ﬁ c.
CE/1947) says that, when measuring time by k7iy4, then ralis generated.
Combination of kdla (time), kriyd (action) and mana (measurement)
cause to generate tal. Without any of these three factors, there can be
no #l. The practical use of #alis to repeat the time, which is fragmented
by kriya.

The word tal comes from the root Vtala which means the bottom,
plane. Gita (singing), vdadya (drumming) and nytta (dancing) are based
on one phenomenon and this phenomenon is called #/ (Sarngadéva,
13 ¢. CE/1947). Abhinavagupta says that the word #4l comes from the
root Vtala which means the palm (Abhinavabharati, Natyasastra Vol-
v.167,1.15). It seems that Abhinavagupta has come to this opinion
since the palm is the key to generating #4l.

Kriya
Kriya can be conceived as the hand movements which divide
time into smaller duration to illustrate a #zl. According to this deep
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explanation, Sarnigadéva (13 c. CE/1947) speaks of kriya as being of
the measure of laghu etc. According to Bharatamuni (2 c. CE/1950),
the average duration of riyd is represented by kala. Kala is described
by three-time limits, called laghu, gura, pluta. These three-time limits
are based on a unit called mdtrd(Sirﬁgadéva, 13 c. CE/1947). Thus, it is
clear that the time duration of kriya based on matra.

Kalz, in general, means a part of a whole. Kala can be conceived
as the time, which is divided by kriyd. Kald is used to denote the
average duration of kriyd. The duration of kriya varies in those cases.
It is based on a time limit triplet called laghu, guru and plura. Basically,
laghu is one matra, guru is two matrds and pluta is three matrds. laghu
of one mdtra is one kald; guru of two matrds is one kala and pluta
of three matras is also one kala. Thus, matra can be considered as a
unit of measurement and kala can be considered as a standard time
interval.

Marga

The important concept, marga, related to the duration of kriya
is mentioned in the primary sources like the Natyasastra and the
Sangitaratnikara. Marga is an aspect of tala dasa prana (ten attributes
of tal) which is rather complex and difficult to understand. Although
time durations of laghu(short), guru(long)and pluta(prolonged) are
considered as one madatra, two matrds and three matras respectively,
they vary according to the marga they associate.

Marga literally means a way or path. It may be understood as the
entire period of a #il. The duration of each kriyi depends on the total
duration or marga. Sirngadéva (13 c. CE/1947) speaks of four margas,
dbruva, citra, vartika and daksina. Dbruva marga is the shortest marga.
Citra marga is double the duration of dbruva marga, vartika marga is
double the duration of citra marga and daksina marga is double the
duration of vartika marga. The actual duration of kriya may vary per
the laghu, guru and pluta. Kala denotes the average duration of kriya.
The actual duration of the kriya equal to the average duration only in
the dbruva marga where all kriya have the uniform duration of one
matra.



The Concept of Laya in North Indian Music

Although Sirﬁgadéva mentions four mdarga, Bharatamuni (2 c.
CE/1956) mentions only three marga, i.c., citra, vrtti and daksina. He
does not count dbruva among the marga. It may be due to the reason
that the form of dbruva marga has a peculiar structure and an uncertain
place. But Sarrigadéva considers dbruva as the first marga and Dattila
too says that the dbruva marga is the basic marga.

According to the mdarga theory, how the kali changes are shown

as follows,

citra marga laghu o1 matra
guru 0z matras
pluta 03 matras

vrtti(vartika) marga laghu 02 matras
guru 04 matras
pluta 06 matras

daksina marga laghu 04 matrds

guru o8 matras
pluta 12 matrds

In citra marga, laghu is the value of one matrd, guru the value
of two matras and pluta the value of three matras. In the vartika and
daksina marga, laghu is the value of two and four matras, guru the
value of four and eight matrds and pluta the value of six and twelve

matras respectively.

Though in dbruva marga, kriya is of the measure of laghu, guru
and pluta, they all are equal in value and are called ekarasaguruprastara’.
In dbruva marga, kald is the value of five laghu aksara or one matra.

Laya as used in Indian Music

Sarngadéva(13 c. CE/1947) says that the rest (virdama) followed
by kriya or the duration in between two kriyd is laya. In Indian music,
the common factor of #4la and kala (time) is used as laya. The concept
of layais in tala as well as kala. When removing the laya from tala or
kala there is no longer tala or kala. Indeed the laya which is used in
music is part of nature.
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The word laya comes from the root Vlin to cling, adhere. That
means in every time, the rest follows or clings to each kriya. The kriya
is the cause of rest, when the rest is zero there is no kriya. There can
be no kriyd without rest.

It was shown previously that dividing the time by k7iy4 cause the
generation of #4L Out of the three factors, kdla (time), kriya(action)
and mana(measutement), when there is no kriya there is no mana and
then there is no #zl. According to this, it is clear that when the rest is
followed by kriyd is zero, it is impossible to generate the z4L Thus, it
can be said that the laya is necessary to generate £4L.

Bharatamuni (2c. CE/1956) says that laya is derived from kala.
We have pointed out eatlier that kal is an interval which is divided
by kriya. Thus, it is clear that both mean the same thing, though
Bharatamuni and Sarigadéva described laya in two different ways.

Wherever there is kriya, there is laya in it. We have pointed out
carlier that kald can be considered as the duration of kriya. When
considering the time duration of kriyd as kala and the rest of kriya
as laya, kriyi and laya seem to be two words used for the same thing,
But an in-depth study of this will make it evident that ka/a and laya
are not words with the same meaning, Kala is used to measure the size
of the kriyi and laya reflects its flowing nature. Thus, kala indicates
the standard duration of kriya and laya indicates its flowing nature.
Abhinavagupta (vol iv, 153,1.9) says that kali does not get its real form
without laya.

According to the definition of laya, the basic argument that
can be built is that the laya can be changed by changing the time
duration followed by kriya, or the time duration in between two kriya.
Bharatamuni (2c. CE/1956) says that according to the duration of
kald, the laya is of three types, i.e., vilamba, madhya and druta and
Sarngadéva (13c CE /1947) says that according to the time duration of
kriyd, the three laya, that is, vilamba, madhya and druta are formed.
The vilamba laya depicts the slow mode, the madhbya laya the medium
mode and the druta laya the fast mode of the laya.
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The average duration of kriya, i.e. kala, is installed on a unit
called matra. According to Bharatamuni (2 ¢ CE /1956), the duration
of a matra consists of five nimeésa and according to Sirngadéva, (13 ¢
CE /1947) it is the time taken to pronounce five syllables. The changing
of the duration cannot be judged in terms of mdatr4. Bharatamuni says
that, according to the three marga, kald is three types. Kala is of two
matrd in citra marga, four matra in vrtti marga and eight matra in
daksina marga (Baratamuni, 2 c¢. CE/1956, xxxi.3,4). When deciding
the duration of kriya the concept of mdrga is important.

The marga plays a leading role in the creation of the three laya,
i.e. vilamba, madhya and druta. vilamba laya is detived from daksina
marga, madhya from vrtti and druta from citra. The system of changing
the duration of kala, according to the marga theory, has been explained
carly. In citra marga, laghu is the value of one matra, guru the value of
two matras and pluta the value of three matras. In vartika and daksina
marga, laghu is the value of two matras and four matras, guru the value
of four matrds and eight matrds, pluta the value of six matras and
twelve matras respectively. Since the duration of kriya increases from
one marga to another, the laya will also increase accordingly.

In his definition of lzya, Sirngadéva (13 c. CE/1947, V.45-46)
says that there may be other possible vatieties of laya in addition to
the three laya. Specially besides the change of marga, the feeling of
slowness, medium and quickness of pace rise to many modes of /zya.
This sets aside the /zya establishment system in proportion to the
duration of the kala. Although in the 2nd century CE when defining
the /aya, Bharatamuni described only three /zya based on marga theory,
it has changed by the time of Sirﬁgadéva (i.e. the 13th century CE).

Although the three main varieties of /aya, i.e., vilamba, madhya and
druta, and other varieties beyond that such as avilamba and atidruta are
used in modern Indian music in practice, they were not permanently
positioned as in ancient times. Especially, instead of the three /zya based
on sarga, the slowness, medium and quickness which are characteristics
of laya as described by Sirﬁgadéva, are seen in use in modern times.
Instead of changing the time interval between £77ya on the matra based
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basis, in modern music, there is a method of producing a variety of
laya by changing it subtly. At present, this seems to be due to the non-
adherence to the standard of pronunciation of the five laghu aksara
(lower case syllables) or five nimesa(Time of the blink of an eye) for
one matra. Because of this, the three steps of the lzya, in ancient times,
have been changed into three ranges such as vilamba, madya and druta.

According to the ancient marga theory, the madbya-laya is
generated by vartika marga. In vartika marga, kala is duration of four
matras according to which madya-laya has the duration taken for the
pronunciation of twenty /aghu aksara. But at present, the nature of
the madya-laya is not as slow as this. It is, according to the modern
usage, of one madtra, i.e. duration of pronouncing the time of five laghu
aksara. At present, the three types of laya that are vilamba, madhya
and druta, have been displaced forward along the timeline.

Table 1

Six types of marga
marga matras
daksina 8
vartika 4
citra 2,
citratara I
citratama Y
aticitratam Ya

Herein, citratara marga is considered as the madhbya laya. The
mdrga above that generates the vatieties of vilamba laya that is vilamba,
ativilamba and atiativilamba-laya and marga below that generates the
vatieties of druta-laya that is atidruta-laya and atiatidruta-laya.

In accordance with the above six types of marga, different
vatieties of laya can be generated as follows. One aksara is represented
by the symbol 0’.
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The following three points can be considered as factors that
have caused the transformation of the ancient laya concept.

1 Invasion of Mogals
2. The inspiration of western music
3. Likening laya to speed

In western music, the time that is taken to play a music piece
is depicted by tempo. The amount of tempo is determined by the
number of beats per minute (bpm). By increasing or decreasing beats
per minute, the tempo also increases or decreases correspondingly.
Because of the ability to change the number of beats generated per
minute, the tempo can also be changed subtly. But in Indian music,
the size of kali can be changed only by changing the number of
matra applied in kala and the time limit of matra cannot be changed.
According to Bharatamuni (2 c. CE/1956), matra is duration of five
nimésa and according to Sirngadéva (13 c. CE /1947), it is duration of
the pronunciation of five laghu aksara. lthough this duration varies
little from person to person, it is generally a permanent one. According
to the Indian explanation of laya, it is clear that it is impossible to
change the laya in a way that can change the tempo in Western music.

In the analysis of laya, at present, it is often used to describe as
‘laya is the speed in tdla’and ‘laya is the speed in music.” Here, we must
examine the suitability of connecting the laya with speed.

The scientific interpretation of speed is that it is the distance
travelled within a unit of time. When explaining speed, there should be
time, and also a travelled distance. For more explanation, where there
is speed, there is also a movement of something, When the travelled
distance is zero, speed is also zero. But in the laya concept, though
there is time, there is no travelled distance. Neither the time nor the
tila, nor the music, anything like this cannot travel. Therefore, it is
clear that when explaining laya in terms of speed, it does not provide

real meaning,

Laya connects with time. So we can make an argument that
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there can be no changeability in the laya, which connects with time.
But, although there is no decreasing or increasing in the time, there is
decreasing or increasing in the lﬂyﬂ, when it is connected with marga
theory. When laya does not connect with the marga, there can be no
increasing or decreasing,
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Semiological Approach in Ritual Communication on

Sanni Masks
Niluka D. Thilakarathne

Abstract

Semiotics, semiotic studies, or semiology is the study of sign processes,
or signification and communication. It includes the study of how meaning is
constructed and understood through symbols. Most of the folk ritual performances
in Sri Lanka utilize diverse of signs through the contents of the actors including
costumes, ornaments and masks. How the meaning constructed in masks used in
those ritual in daba ata sanniya is the problem of this study. The objective is to
identify the Semiology in ritual communication on masks used and are being using
in rituals in Sri Lanka.The sample of the analysis was the low country dance ritual
masks of the ritual performance called daba ata sanniya . 30 educators of traditional
dance and audiences of daba ata sanniya wetre interviewed. Visual excitement by
signs embodied in the masks convey messages of cultural values and concepts in the
society. The size of a mask has been decided based on the charactet’s personality. The
manner in which facial expressions are displayed is influenced by number of factors
including social , emotionals, expression of personality and physiological and such
are focused to make relief on, pain, tiredness, physical variables and facial reflexes
such as sneezing, nasal membrane irritation, pupillary dilation to pain, joy closure to

tap, yawning and laughter
Keywords: colors in mask, cultural values and concepts, ritual communication,

semiology,

Introduction

Semiotics accounts for everything that can be seen or be
interpreted as a sign. Our surrounding in the society is full of signs
which convey meanings of different magnitudes (Eco 1979; Leeds-
Hurwitz 1993; Panuti & Zoest 1996; Chandler, 2002). The idea of
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semiotics was initially discussed by Charles Peirce (1839-1914) and
Ferdinand de Saussure (1857-1913). Currently it has been widely
referenced in number of other disciplines, for example, philosophy
and linguistic, arts & literature, music, theatre, movies and text analysis,
advertising, anthropology, psychology, archeology, architecture, and
communication.

Sri Lanka has a long-standing inheritance of adopting
semiotics in ritual performances among the rural communities. It
seems that such a social act meant for sharing common beliefs as
mode of communication (Carey, 1992). The major tool utilized by the
traditional performers to broadcast their intended message to convey
is the use of masks in diverse range of meanings which are embedded
in the system of folk beliefs. Most of such are associated with fertility
rites, curing sickness. Kolam and rovil (Devil Dance) tradition still
exist in the country which full of actors, exorcists, masks, music and
dance could be cited for a bold example. Daba ata sanniya, one of
the major rituals perform in the low country, which is the main focus
of this paper could be considered as the climax of the semiotic use
in Sti Lankan folk dance. Daba ata sanni performers have made a
wide spectrum of masks in order to inter-mingle powers of harmful
spirits with the common social experiences (Wingert, 2019). In the Sri
Lankan context, the belief on magical powers related to various deities
and demons goes back to the pre-Buddhist era (Samarasekara, 1995).
However no evidence exists to show the continuum of the existence
of folk rituals that are comparable with the present day exorcist rituals
since that period.

Literature

In ritual view, communication is linked to terms such as sharing,
participation, association, fellowship, and the possession of a common
faith. And this view of communication is directed not toward the
extension of messages in space but toward the maintenance of society
in time; not the act of imparting information but the representation of
shared beliefs (Carey, 2009).
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The rituals in related to the dancing can be found under three
traditions (udarata, pabatarata, sabaragamau) in StiLanka. Most of them
are considered as social gatherings with the possession of a common
faith. Daba ata sanniya also one of them that wear elaborate masks.
Researchers like Raymond Firth (1967), Clifford Geertz (1957, 1973),
Max Gluckman (1954) mentioned that ritual communication focus on
symbolic meaning and the relation of beliefs, cosmologies, and  ritual
practice in the classic works.

According to the literature semiotic is considered as a
study of sign process. The usages of signs have been a vital role in
the phenomenon of ritual communication. The theory of semiotic or
semiology introduced by Roland Barthe (1964), the theory assists to
understand cultural and social conventions by the meaning constructed
and understanding the signs

Sanni Yakuma

The word samni represents a particular disease. According
to the Sanshiptha Watha Roga Chikithsa Sangrahaya(Kolambage,
2003) the word sanni derived from janni in Tamil. Janni stand for moha
(unconsciousness) is a symptom of Typhoid. Sanniis a developed stage
in Typhoid (sannipata una) which unites Bilious, Rheumatic and phlegm
(va, pit, sem tridosa sannipata vima) (Kaviraj, 2003). In Pali English
dictionary described that sannipata: sannipatika is a union, coincident,
union of the humors of the body (David, & Stede, 1959). The Buddha
preached about cause of sickness and diseases which are originating
from an imbalance of bilious (pita), wind(vata) and phlegm (kapha) in
girimananda sutta (Mendis et al., 2012).

B1555838 000230 2000 @es®®esOWzN IR Daes@OWzN
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In dabaatasanniyahas been considered that the inhibition of each
disease is a curse of a demon or a spirit. In the ritual, those responsible
demons are depicted by a mask which is a semiotic representation of
the disease referred to the sanni yakuma (daha ata sanniya) is one of
the adequately studied exorcism rituals in Sri Lanka that address to 18
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diseases (Mark, 20006). Occasionally the full complement of 18 possible
disease demons are represented in daba ata sanniya (18 diseases) ritual.

Kalu yaka (black demon), riri yaka (blood demon), mabasona,
siuniyam yaka and abbimana yaka are the main representational
demons appeared in the masks used in daba ata sanniya along with
other personified masks. In fact, these ceremonies are social gatherings
and constitute inseparable elements affecting the mental makeup. Each
sanni is said to be responsible for causing somatic physical disorders
(Wijesekara,1987). The daba ata sanniya is held to protect from
drought, plague, diarrhea, and epidemics in villages. These rituals are
full of semiotics in different contexts such as psychology, sociology
etc. In the process of ritual communication, semiological approach in
masks in the daba ata sanniya is considered here.

1. Bbiita Sanni - spirit related

2. Abbita Sanni - non-spirit related

3. Amukkn Sanni - vomiting bouts

4. Vidi Sanni - lumps

5. Vata Sanni - wind humor ot rheumatic
6. Bibiri Sanni - deaf

7. Maru Sanni - death

8. Kana Sanni - blind

9. Pit Sanni - bilious

10. Golu Sanni - dumb

11. Murtu Sanni - faint

12. Demala Sanni - unconscious (craziness)
13. Gulma Sanni - worms

14. Kora Sanni - lame

15. Ginijal Sanni - great fire or flame

16. Sitala(Pissu) Sanni - insanity

17. Naga Sanni - venom

18. Déva Sanni - epidemic
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Research Problem and Objectives

Most of the folk ritual performances in Sri Lanka utilize
diverse of signs through the contents of the actors including costumes,
ornaments and masks. The myriad composition of such, poses a
question of their ‘meanings’. This article attempts to explain the
semiotic underpinnings of those rituals during the performances of
daba ata sanniya titual in Sti Lanka.

And this paper is derived in to find out the colors used in masks
as signs and to determine the cultural values communicated through
semiotics in masks. Further, this research will help to find out the
personification of masks to have a better understanding about the
character as the objectives.

Methodology

Qualitative research approach conduct of direct
observations and interviews were the strategy of the data collection
that exemplifies the literately survey including the ethnographic records
kept by folk artists and either previous research, journals, web, books
and etc., have been used in the research as secondary data.

Conceptual Frame Work

Conceptual frame work has been developed under two variables
of independent and dependent according to the methodology.

Figure 1
Conceptual frame work

Independent Variable Dependant Variable

Color usage in masks
\ Semialogical approach in

Masks persanification |——=

ritual communication
Cultural values /
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Data analyzing

Color as semiotics in sanni masks

Table 1
Red in Complexion

Sanni name

Representation symptoms

ginijal (Great fire or flame)
gedi (Lumps)

golu (Dumbness)

kora (Lameness)

maru (Death)

Boils and Skin diseases

Mileria and other high fevers
Lameness and paralysis

Delirium and Dumbness, paralysis,
cold hand, phlegm

In the literature of ritual on daba ata sanni clearly explained in

condition of each personality of sanni such as below mentioned.
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Lameness, paralysis, sleepiness, joint pain are the features of
kora sanniya (Lameness) explained above. And the folk artists are mak-
ing masks according the description of ritual literature.

Table 2

Yellow in Complexion

Sanni name

Representation symptoms

vata (Rheumatic)

déva (Epidemic desease)
gulma (Worms)

pit (Bious)

demala (Unconscious)

Vomiting, diarrhea Joose motion
Epidemic disease (e.g. chicken pox)
Rashes in the body, Stomach ache
Food poisoning, mental illness

Malnutrition, unconscious,
headache, joint paining;

According to the masks

in yellow complexion masks shows

growing pale. The déva sanniya (Epidemic disease) is wearing a crown

and it is seems to be a beautiful face mask because déva stand for
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Deity. The teeth stand to make the mask terrible
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The worm (gulma) cause stomachache and it is the main symptom
of this sanni. Vomiting and food aversion are the other symptoms
that folk artist try to emboss on the mask. The mouth is its special
feature(Wijesekara,1989).

Table 3

Green in complexion

Sanni name Representation symptoms
Kana (Blind) Urine infection, sleepiness, blindness, biliousness,
headache

Niga (Venom) |Burning sensation, redressing eyes, diarrhea,
reduce consciousness, increase temperature

Amukku Bile, reduce appetite, vomiting, dystonic
movement
Pissu Altered Behavior, Fever, Purpuric Rash

Stomach diseases associated with vomiting are distinguished
from those associated with parasitic worms. The mask that represents
vomiting diseases usually has a green complexion (de Silva, 2000).

Personification of Masks

Nandadeva (1989) explained that the masks derives from paint-
ing the head and body which is desire to personate beauty and enhanc-
ing the look. In Roman theatrical play’s actors used mask such as the
wooden or clay ones which visually indicated which roles they were
taking on, together with the rest of their costume or 'disguise'. It is
related to the term per-sonare, which means 'to sound through' where
the mask becomes something that is spoken through and which allows
one individual (the masked actor) to impersonate another individual, to
play their role or character and to speak and act in their name (Niels,
2020).
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Figure 2

Roman Masks, Comic and Tragic:Parton 1877

(V.D. Niels, 2020)

Table 4
Description of sanni masks
Dmon(Sanniya) | Literal translation | Associated conditions
Amukku Vomiting bouts Vomiting & stomach diseases
Abbiita Non-spirit related | Not spirit related insanity
Bhita Spirit related Spirit related insanity
Bibiri Deaf Deafness
Deéva Divine Wpidemic diseases
Gedi Lumps Boils and skin diseases
Ginijal Great fir or flame | Malaria and high fevers
Golu Dumb Dumbness
Gulma Worms(especially [ Parasitic worms and stomach
hookwarm) diseases
Jala Water or diarrhoea | Cholera and chills
Kana Blind Blindness
Kora Lame Lameness and paralysis
Maru Death Delirium and death
Naga Snake(especially | Bad dreams about snakes
Cobra)
Pissu Insanity Temporary insanity
Pit Bilious Bilious diseases
Slesma Phlegm Phlegma and epilepsy
Vata Wind humour or [ Flatulence and rheumatism
rheumatic

19
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According to the above sanni masks mentioned in Table :VI vary
from each other by the size.

E.g: Ginijal sanniya : Height 13", Width 17", Depth 5.5"
Pissu sanniya : Height 7", Width 5", Depth 2.5"
Personification by Eyes
Figure 3

Gulma sanniya : Worm infestation, diarrbea, nausea, unexplained weight
loss, abdominal pain, rashes in the body.

(Bekeg8es, 1999, 8. 44).

Figure 4
Deéva sanniya : Epidemic disease (e.g: chicken pox)

Bokbga8e, 1999, 8. 43)

Figure 5

Kana sanniya : Blindness, headache, urine infection, sleepiness

BebgaBes, 1999, 8. 45)
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The eyes are the most important part in the face that governs
the expressions. Eyes represent the symptoms of disease in related to
each sanni. Déva sanniya represents the epidemic disease. But that face
is carved beautifully even if it is a disease. According to the traditional
knowledge epidemic diseases are caused by gods and the name déva
stand for god. Furthermore their faces are very beautiful as consider
as traditional. Hence the folk artists embodied a crown, beautiful eyes,
and eye shadow like a god.

Cultural Values

Culture is a fuzzy set of attitudes, beliefs, behavioral conventions
and basic assumptions and values that are shared by a group of
people, and that influence each member’s behavior and each member’s
interpretations of the meaning of other people’s behavior(Oatey, 2000).

Figure 6

The frame work of cultural values

beliefs

behavioral

legends
concepts
values concepts

Each sanni demons have a legend behind. Based on that stories
the artist try to express the features by the masks.

Figure 7
Bibiri sanniya(deaf)

Bekeg8es, 1999, 8. 46)
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According to the bibiri sanniya thetre cleatly groove a snake
on it. The social believes of the snakes which forced the folk artists
to embodied a snake on bibiri sanniya mask as it is a deaf animal.
Manning (1923) explained that snakes are deaf and some rattlesnakes
exhibited consistent responses to airborne stimuli.

Findings

According to the findings 18 disease are thought to be caused
by demons of spirits of Bilious, Rheumatic and phlegm (v4, pit, sem).
According to the bibiri sanni masks they are indicate a cobra on it.
Traditionally believe Cobra as deaf animal. They used this kind of non-
verbal signs and symbols in the masks to exaggerate the symptoms of
the related disease. Convey the concepts of bhita Cikitsa in Astanga
Aunrvedaya. This sanni masks helps to create innovative thinking and
uplift the communication literacy in society by using colors, symbols
and concepts embedded in masks. It reveals that the legends behind
sanni characters are a blend of Hindu cosmology and Buddhism.

According to the signifier mask’s colors and symbols are signified
by people based on the culture and Wijesekara (1987) described this
as conventional use of colors may have prevailed among the Sinhalese.
There was also an idealism associated with colors in masks.

Table 5

Mask’s idealism associated with colors

White gods, goddesses celestial beings, plumage

Yellow | supernatural beings, golden faces of gods, faces of
disease, demons

Red demons, Blood thirsty men, Devils, Warriors

Green | demons, group of sanni devils
Black evil, devil
Most of the educators try to understand the meanings of a sign

by following with literature. Hence mind excitement happening on
folk people rather than educators. In first sight of a sanni demon the
audience get scared at them but in few minutes the audience sharing
ideas with him friendly. which help to better understand of a character
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and most important part of that process is somatic of a mask. Because
all the masks have been made according to the character personality
(Symptoms of the disease) described by the literature.

Conclusion

This ceremony depends on the stimulus and response theory
(as the oldest theory) which described by the great communication
specialists. According to that internal and external stimulus have been
in the daba ata sanni masks. The range of colors have been used in
masks like red, green, yellow, black. Those colors convey the message
of fear, pale, danger, and suffering,

The masks help to evaluate the color according to the Chroma.
The data analyzing shows that people perceive colors in two forms,
cool and warm according to the disease.

Table 6

Color spectrum of sanni masks and Symptoms

Color complex of sanni | Representation Symptoms
Masks
Red in complexion boils and skin diseases, maléria and

other high fevers, lameness and paralysis,

delirium and dumbness, paralysis, cold
hand, phlegm

Yellow in complexion vomiting/ diarrhea /loose motion,
epidemic disease (eg: chicken pox),
rashes in the body, stomachache, food
poisoning, mental illness, malnutrition,
unconscious, headache, joint paining

Green in complexion biliousness , headache, stomachache,
urine infection, sleepiness, delirium
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It will trigger an arousal reaction with biological changes
according to the color. According to the self learning and how he/
she nurture, person will attribute different meanings and evaluate the
color in three forms such as aesthetic, appropriate or value and this
will create a negative or positive evaluation about the object, sign or
anything associated with color.The folk beliefs embodied somatic in
the masks such as bibiri sanni masks to expose the symptoms.

These three ways of communication processes (group
communication, interpersonal and intra personal communication) arise
with the audience and the actor. The appearance of a character arouses
intrapersonal communication in an audient with struggling fear,
curiosity, social concept and values. There are some masks that couldn’t
identify the differences (vata and pita) of each other, if not described
by the lyrics which cause semantic barrier in communication process.
But most of the colors used in the masks indicate the symptoms in
advance by eyes, mouth and colors used. The feedback comes from the
audience as a part of exorcism.

Gangwer (2009) mentioned that effectiveness of visual data.
The brain process is 90% of visual information gathered in to the
brain. There are only 10% on other senses information in the brain
process. On that scenario visual communication as semiotics is the
most important part in communication process that what concern in
this research on masks.
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“World Music” as Popular Culture

“World Music” as Popular Culture
Gisa Jahnichen

Abstract

This paper aims to clarify the term “World Music’ from different perspectives
such as the academic, the educational and the perspective of the popular music market.
Investigating a few examples recently presented during the largest World Music fair
WOMEX and set into relation with terms used locally in a cross-functional context,
some suggestions will be made to provoke further discussion in the field of music
practice and transmission. The UNESCO Global Alliance for Cultural Diversity
points out that WOMEX is “The most important international professional market
of World Music of every kind. This international fair brings together professionals
from the worlds of folk, roots, ethnic and traditional music...” Knowing that World
Music is primarily an item created for global business, processes and transformations
take place that should not be neglected academically. How much the world contains
Wortld Music? Whose wotld? Which music? Under the banner of Wotld Music, ethnic
labelling and global promotion structures replace often an individual appropriation
of musical products that might be of high potential in music education. Focusing on
this possibility, the discursive presentation is based on live observations, interviews

and most recent literature.

Keywords: commodification, globalization, music market, reification, world music

Introduction

World Music is associated with many functions and attributes
that reach from “the ultimate form of budget holiday” to “a luxury
for liberal elites” or an “undownloadable experience” (Lovas, 2010).
Firstly, these associations are made to include or to exclude audiences.
Secondly, they evaluate social functions and place the addressees into
a space of technocratic northern industrialism. ‘World” seems to be
related to exotic, nicely underdeveloped communities in mostly tropical
zones. Music from that world comes along for little money if taken as it
is; or it is exclusively expensive, if refined and brought into a ‘civilised’
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context’ (Erlmann, 1996, p. 55). In popular definitions of World, Music
negative-characteristics prevail such as non-western, non-mainstream,
non-commercial, or attributes of distinction such as indigenous, local
or ethnic. All of them are self-promoting slogans that do not inform
about social and historical conditions or individual motivations in
the process of World Music-making. The idealising classification as
contemporary tradition is misleading as well considering the fact that
all music has once been contemporary. Hence, the terminological mix
with traditions is rather a kind of wordplay than a serious attempt
to classify creative efforts in appropriating sound elements that are
unfamiliar to one’s own culture.

World Music is also a teaching subject at universities and
music colleges. The perception of World Music in this context does
unfortunately not differ much from the abovementioned stereotypes.
It might be seen as music that can be started at any time without major
preparation. It serves for relaxation and therapeutic enlightenment
and nurtures often biased views on exotic cultures if taught without
affording the time to deepen the students’ knowledge of cultural
processes that shape the music they exemplarily listen to. In this context,
instruments, voice characters, languages, genres, become geographically
or racially labelled items that may simplify a categorisation of recent
music practice. Questions of cultural and historical developments,
individuality and diversity of interactions remain fairly unknown. The
literature on World Music that emerged in the last decades tries to help
in this matter (Miller & Sahrirari, 2009, Titon, Fujie & Locke, 2009).
These ‘all-round’ crash courses are offered due to the fact that World
Music is increasingly taught in a rather basic and regarding knowledge
on diversities and differentiation patterns often less qualified way
lacking some knowledge of actual ethnomusicologcial findings. Miller
and Sahriari (2009: xiii) may calm down the discussion saying:

“Even though music is not a “universal language” — indeed,
each musical system must be studied according to its own merits and
principles—it[World Music | means by which students can enter into
and experience other cultures.” Thus, World Music seen from the
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perspective of music education provides some important tools that
should not be ignored through hypersensitive principles. One of it is
the derivation of a musical discussion culture that opposes cultural
conditioning in a pseudo-patriotic, nationalist or another self-idealising
environment (Walcott, 2009 & Vaugeois, 2009). The danger of such
development becomes obvious when observing recent scholarly
output from Asian regions in which colonial times and economic
struggles culminate in instrumentalising the humanities for political
justifications. Though the directions that the discussion takes up cannot
always be foreseen — it can drift into iconic creations of selected local
models in support of localism or nationalism (Sarkissian, 2000, von
Klimé & Rolf, 20006). The fact that these issues are discussed is of high
importance (Frith, 1997)

The following thoughts may add to the academic discourse
though not in the linear way in which “World Music” is often perceived,
for example in the idealising view of Nidel (2005, p.1), who says:
“I believe that music is an undervalued commodity, one that can be
an important force in the quest for greater understanding among
cultures around the world. The future of the media will involve the
dynamic mixing of cultures as people grow closer through all forms
of communication. Music is the one form of communication that is
devoid of prejudice, a language without borders that speaks to us all as
equals most profoundly.”

Though not agreeable in most details, Nidel gives an important
hint: Looking at music as a commodity. World music should be first
considered to be one of many purposely labelled items of popular
music, thus part of popular culture in the frame of “the music business”
(Peacock, 1993) or “the music industry” (ibid.). Popular culture in
general, however, is related to the specific development of the society
to which it refers. In this context, we have to generally ask: What do we
not name with the term World Music? What do we hide with this term?

Reification of Musical Performances
Seen from the philosophical viewpoint of anthropology, popular

culture, of which World Music is a part, exists independent from
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its terminological construction in manifold tangible and intangible
appearances. Shape and functionality of popular culture depends
essentially on the degree of commodification in a respective society
(DeNora, 2003; Marshall, 2011).

The special feature of music in that context is that music is
something you do rather than you have. Music exists like dance and
theatre as performance, as an intangible being, something bodiless in
an embodied movement. It is therefore hard to be seen as a tangible
item for it becomes evident only through action.

Though sound as such consisting of oscillating air molecules
can be explained materially, the process of structuring still remains
intangible and depends on the excitation method and the shaping of
continuity that unavoidably needs a time, a place and a subjective agent
in a social setting.

However, to become ‘popular’, music requires a tangible shape.
Without being a ‘thing’, music cannot be operationalised (Roberts,
1992). Thus the reification of music, which can be realised through
any kind of music notation for reproduction, audiovisual recordings
on a carrier, or a long term contract with an orchestra or a soloist,
is an essential precondition of creating popular music. The society,
therefore, must be in a state, in which the reification of music is
technically possible and, more importantly, economically necessary.

Uprooting

Another basic condition for popular music is the overall tendency
to become independent from place and time of its reproduction.
Only after the objectified music detaches from its primary activity
of production, it can be distributed throughout a wide region, even
globally. Through this aimed-at distribution, original contexts cannot
be recreated, which makes the music products mobile and easily
adaptable. To prevent the danger of a complete indifference with which
people cannot identify, contexts are re-constructed and delivered as
attributive supplements. These supplements come as incorporated
sound references (Musib, 2011), which follow stereotyped associations,
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or in shape of attached stories and labels such as Goa-Trance, French
Pop, Iranian Pop, Hongkong Cantonese Pop, Austropop, Europop,
Italo disco, Viet hip-hop (Nguyen Thuy Tien, 2011).

The sound references often shrink to the appearance of symbolic
instrumental arrangements, musical structures and schemes or their
electronically produced simulations. To come straight to the point,
KerstanMackness said to Lemezlovas at the WOMEX in Copenhagen
2010 that

“The whole point of World Music is that it is something from
somewhere else” (Lovas, 2010, p.85).

In the reality of the popular music business, references “from
somewhere else” are only important as an attribute of the product,
as a help to interpret the arbitrariness through a code of individual
classification similar to a brand name or a colour batch. The variety of
genres represented in endless lists of popular music trends conceals the
fact that these music products are functionally quite equal.

Creating Choices

However, the distribution of music as products enables us to
have a choice. One can appropriate the products and finally own them
as representative images of intangible culture. This option requires the
mentioned functional similarity. Therefore, the structure of the products
should not lead to confusion with functionally different categories of
cultural appearances. On the other hand, a bogus competition between
even very similar orientations goes on. Who doesn’t remember the
legendary question “Beatles” or “Stones”? This question re-interprets
individuality that got lost in the course of production and the
randomness of the products’ distribution. However, the choice must
be a real choice unlimited through financial or ideological restrictions.
Any limitation of choice distorts connotations and adds product
components that are not based on musical contents. One example
might be the artificial restriction of music due to political or ideological
reasons which may lead to an increasing wish to consume the forbidden
products regardless of their musical qualities.

31



Journal of C. de S. Kulathilake Archival and Research

Musical Abstraction

Forcibly, popular music must base in its central musical elements
on a set of production principles which are already successfully
implemented and de facto ‘universalised’ over a wider area. This
feature of popular music is a precondition for the comparability of
musical products and the essential idea of musical choice. The process
of structural universalisation can be observed in historically slowly
grown Buropean or North American megacities and their suburbs as
well as in fast booming Asian and African urban agglomerations such
as Shanghai, Hongkong, Bombay, Jakarta, Cape Town, Accra, Addis
Ababa or Cairo. In these fast-emerging cultural centres, the speed
of universalisation is unequally high (Jahnichen, 2011, pp. 218-243)
due to modern communication tools. However, the set of production
principles used may differ from area to area. For example, in the vast
area of Arab culture, has to follow at least in parts the classical Arab
tradition of musical structures that base on tone rows with specific
intervals. Harmonic progressions and bass lines, to which some of us
are used, do not work in the same way. On the other side, popular
music in this area is mostly rhythmically far more demanding than any
other mainstream timeline. However, what sounds to European ears
exotically is in the area of primary distribution — in this case the Arab
cultural area - already a universalised and abstract product made of
many rather indifferent elements in terms of musical dialects that can
be easily reinterpreted by many people of a huge region.

Universalisation

Considering popular music being simple and musically less
challenging might be an incorrect approach to its discussion. Perceived
simplicity can be seen as the result of accommodating average needs,
of summarizing musical expectations and calculating the reduction of
meanings. Yet, itis not simplicity. Itis the art to fill a subsequent vacuum
resulting from the uprooting of musical meanings with a substance that
is for many people agreeable (Wicke, 2008). The agreeable filling can be
achieved through experienced music forms that lost their connotation
(Negus, 1992) with time and place such as electronically produced
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sound carpets created from various globalised classical genres.

In Europe, the process of universalisation went on quite slowly
through standardising of notation, musical instruments, especially
orchestra instruments (Seares, 2010), constructed diatonic tuning,
the formal professionalization of musicianship and the step-by-step
introduction of recording techniques. Thus, more and more audiences
from various social layers and with different cultural background could
be activated to take part as consumers in the music market. In other
parts of the world, this transformation process speeded up in the last
few decades owing to low-cost mass media and cultural mobility. We
can observe the development of a parallel culture mirroring the global
music market such as Persian hip hop, Japanese animation music,
or Chinese Hardrock, not to mention all forms of pop music under
different local names. Looking at these examples, one might forget that
a popular music market existed already for a long time in Asian cultures
evolving from local entertainment music and grown in urban context
such as urban music theatre in China and the Philippines (Xu 2005: 95),
ot the early Indian record industry distributing ghazal and other local
entertainment music (Morcom, 2007, p. 182). These forms of popular
music are nowadays seen as “authentic” (Shepherd, 1977, pp. 169, 173)
adds to the global music market, although all of us may know that they
have been already products of universalisation within the region.

Orientalism and Commodification of Secret Resetves

In the course of popular music expansion from the most
industrialised places of the world, a counter-current grew with
prominent pop musicians who tried to convert some of the supposedly
authentic sound colours into their concept of popular music (Said,
1978 &1993). In academic discussion, this process is called ‘orientalism’
(Wyrwich, 2007). The essence of music styles did not change through
these experiments, but with them, a global search for ‘strange sound’
started that could cause curiosity among the consumers and increase
the number of choices in the music market. The re-discovery of pre-
universalised European music was a part of that search (Negra, 2010).

At the end of the 20th century, fast emerging economies in Asia
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and South America developed their popular music concepts on the
one hand in support of national or ethnic cultures on the other hand as
participants of the global music market.

In these areas we experience the merging of ‘colourised
performance styles’ in the frame of conservative popular music as
described above with directly exposed music practices that are coming
from communities that were just recently discovered as a source of
inspiration. This process changed above all the musical perceptions and
value systems in the originating communities. The transformation of
local music practice into the aesthetics of authorised works can be seen
as a strong intervention into cultural concepts of many communities.
However, the transformation will take place as a subsequent result of
the global market expansion and is willingly intended by all actively
involved parties (regardless of our agreement with that process).

So, we have to do with very different classes of World Music,
one that hides its global model-like production principles with sounds
and effects ‘from somewhere else’; and another one that is just
recently transformed into something very close to the global model
and proudly presented as the “more authentic world”. Between these
two poles, a vast number of enthusiasts acts with a more or less
conscious understanding of the subsequent commodification that
changes existing musical diversity into a completely different complex
of refined diversities within a global music market (Toynbee & Farida,
2010; Philip, 2003).

In the first case, the musical ‘enrichment’ compensates for the
loss of space and time attributes to the homeless products of popular
music. In the second case, the strange sound that comes from a specific
place and is made by certain musicians is modified to a formal shape of
a global product and thus, unspecifically offered as a “secret reserve’ of
the music market. Additional instrumentation, arrangements and other
external attributes may help to transform these products into something
‘from somewhere else’. In both cases, musicians act performatively in
roles that cover more than they reveal (Thobani, 2007).
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Hence they become part of the endless list of popular music
genres, which express an increasing spectrum that is offered to arbitrary
consumers all over the world.

Therefore, the musical appearance we may call World Music

<

consists of not more or less “world” than any other popular music
product. The appropriation of these products as sound carriers, event
tickets or video files realises only through a subjective re-definition
based on musical experiences an intangible value. The definition of
this value can be quite different from initial intentions in the creative

process.

A few examples collected during the last year WOMEX in
Copenhagen may illustrate this point, they show how easily one can put
musical products in boxes according to its sounding appearance made
of some set pieces from regional traditions. That proves, too, how
powerful musical communication can be used to create or to construct
cultural concepts.

Outlook

One final question will always remain: Under which conditions
the view of ‘World Music’ as part of popular culture promises the
survival or even the sustainability of cultural ideas, not to forget
progress in gaining knowledge?

While teaching ‘World Music’ in an educational way of thinking,
we should consider the background of popular music instead of
transmitting an image of purely attractive sound embedded into rather
shallow context icons.

If we want to make students understand in a holistic way how
various music productions in the world develop and what get lost and
what is re-defined during a long way of history we should strive for
professional instruction and practical experience rather than for cheap
solutions that make any knowledge on music or sound an item for
search machines.

A first step can be academic communication on what World
Music means from various perspectives and how to get from these
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‘views through the gaze of academia and performance practice’ to a
creative understanding of musical worlds. Renaming university courses
does not yet change their essence. Also, the use of music instead of
music is not yet the final destination. Though this plural indicates the
acceptance of diversity in all aspects of music cultures, it still makes
them being static and historically immobile entities. The main problem
seems to be rather the understanding of ‘worlds’ than the understanding
of music. That music is diverse and manifold in its appearances is not
a mystery anymore. How about accepting that we have to deal with
many worlds with escalating intersections among each other? These
worlds need to be understood in course of and with the means of
musical communication.

Another point is the still delayed networking with other
disciplines of performing arts that could immensely contribute to this
communication.

Notes

'Since 1860, the merging of local theatre styles and the
simplification and stylisation of roles and of musical expressions lead
to a mass production of urban operas, especially the Beijing opera.
Similar processes can be observed during the establishment of musicals
and operettas with singularised scenes and numbers such as Zarzuela
in the Philippines, Saigonese Cai-luong-theatre or Malayan Bangsawan.
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Abstract

The main objective of this research has been to make a study of Sri Lankan
music and Indian connections during the Kotté period that extended from the reign
of Parakramababu VI (1412-1467) to King Dharmapala (1551-1597) under whom
the kingdom of Kortté was a protectorate of Portugal. Whether there were any
activities in the field of fine arts such as music during the Kotté period, and if so,
was there any Indian impact on them has been the main problem addressed in this
research. If there were any Indian connections, of what nature would they have been
also a problem encountered in this research. This study has been mainly based on
literary sources. The Sinhala classics such as Silalibini Sandésaya, Parevi Sandésaya,
Pirakumba Sirita, Kokila Sandésaya, and Kavyasekbaraya are considered the best
products of the Kétté period. These literary works provide sufficient information to
enable us to form an idea about the nature of the fine arts such as music that were
prevalent during this period. It has also been revealed that even Buddhist monks
gained proficiency in these arts. There was a kavikdara-maduva consisting of learned
mean attached to the royal court of King Pardkramabibu V1. Parallel to this petiod,
the basic foundation for the creation of a new tradition of classical music (i.e.,
Karnatic Music) was being laid down in South India. Prince Sapumal who assisted
King Parakramababu VI by defeating King Arya Cakravarti and became the ruler
of Northern Sti Lanka was a South Indian. The facts that Prince Sapumal who
conttibuted to the unification of Sti Lanka erected the Nallar Kovil in Jaffna for
the Hindus, brought down the queens of Arya Cakravarti to the kingdom of Kotté
and succeeded King Pardkramababu VI as King Bhuvanekababu VI show that the
influence of South Indians including Prince Sapumal on the affairs of the royal court
had been strongly felt. This research was able to confirm that the South Indians
who exercised an influence on the royal court inserted certain classical traits of their
Karnatic music into the court music of the Kingdom of Koétté and after. But we
should bear in mind that during the period between 1412 and 1597 A.C,, the features
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that distinguished Karnatic music from North Indian music were only taking shape.
It is, therefore, difficult to confirm that a perfect tradition of Karnatic music based
on theories of classical music clearly had a strong impact on the court music of the

kingdom of Kotte.

Keywords : Karnatic music, Kotté period, King Parakramabahu VI, Nallar Kovil,

Prince Sapumal, sandesa poems
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Sign Language and Abhinayadarpana
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Abstract

The objective of this study is to critically evaluate the interrelationship
between the Sri Lankan alphabet of sign language and the hand sign language used in
the book of Abhinayadarpana, and to highlight the benefits of this study to hearing-
impaired people. This study is based on the information collected from written and
non-written resources, meeting with hearing-impaired people and observing their
communication using sign language. The preliminary survey confirmed that there
is a similarity of the hand-signs observed in this study to the hand-signs used in
Abbinayadarpana, and the alphabet of sign language. In the alphabet of hand sign
language, the meaning of the sign is highlighted; however, the hand signs depicted in
Abbhinayadarpana, highlights both the meaning and the feeling. This is due to the usage
of “vinayoga” of hand signs in Abbinayadarpana and the use of one hand to depict
the meaning of various expressions. In “vinayoga”, the meaning of one word, not
of a letter, is shown using one hand sign. According to this study, the hand-signs in
Abbinayadarpana of Nandbikeshwarahas a close relationship with the lives of hearing-
impaired children, and they seemed to use these signs in non-verbal communication
in their day-to-day activities. Therefore, this study confirmed that, letting hearing-
impaired children to learn the hand-signs and “vinayaga” of _Abhinayadarpana, will
make them successful in their education, and will let them to be integrated into the

society as the persons with good sense.

Keywords : Abbinayadarpana, hand signs, hearing-impaired, vinayoga
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Review article

Music in Ediriweera Sarachchandra’s Siihababu

Music in Ediriweera Sarachchandt's Sinhbabibu
Sanjaya Kumara Jayalath

Abstract

Ediriweera Sarachchandra created Manamé in 1956 using the nadagam
tradition. In a similar manner to Manamé he produced Sizihababu in 1961, a play
which also employed clements from the nddagam tradition. In Sinhababu, one
can witness several characteristics of the nddagam tradition such as the nadagam
context, ragas, tanam, targa, and rhythmic steps. As a result of this musical value, the
innovative music in Sinbhababun managed to bring about a new trend in theatre music.
Sinhababu, unlike Manamé, was able to contribute an array of musical creations
to theatre music because it was created by surpassing sizdu raga and nadagam
music. This innovative use of music was instrumental in enriching and developing
Sri Lankan theatre music. Here, the influence of other musical traditions as well
as Sarachchandra’s efforts to enrich the music in his creation under different music
directors became successful. Sizibababu illustrates a genre of theatre music that is
created through an amalgamation of different musical traditions such as nadagam
music, ragadhbari music, folk music, and nrutya music. Hence, the purpose of this
study is to engage in an analytical study of the music that is used in Sirhabibu.
I explore the following research question: is the music in Sinhabiabu created by
surpassing nadagam music? Qualitative and quantitative data were collected through
reading primary and secondary material related to the subject area, conducting
interviews with specialists in the field, engaging in discussions with maddala players,
studying the maddala thythm system, and watching Sirihabibu and studying its
music in-depth. The following are the conclusions that I draw from this research:
the music used in Sinhababu has been able to present profound tragic experiences,
though nadagam music was used in Sirihababu, the play in its application of nddagam
music surpassed this specific tradition, a theatre music that is intricately connected
to Sirihababu and its music has been created, the ability of contemporaty artists to
use nddagam music as an ideal to their musical practices, the maddala tradition has
survived because it was an integral part of Sinbababu.

Keywords : harmony, maddalaya, nadagam music, nadagam rhythm

system, sindu raga, theatre music
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Review article

The Historical Background of Manipuri Dance

The Historical Background of Manipuri Dance
Dhanushka Washeera Salgamuwa

Abstract

Manipur state is an area where a small ethnic group living in the bordering
India and Myanmar. The state of Manipur has an area of 8500 square miles. The
territory is a fertile valley approximately thirty-six miles north and eighteen miles
south. Politically, Myanmar is the eastern border of the Manipur State. In addition,
the state of Manipur is bordered by Assam in the north and Nagaland in the west and
Mizoram in the south. The Maitei people of Manipur can be identified as a special
community. About two-thirds of the state of Manipur, with a population of less than
one million, comprises Maitai people. They are distinguished from the naga and kuki
tribal people, who are classed as “scheduled tribes by the Indian constitution”. The
language and cultutre of these communities is very advanced. The people of Manipur
have always been people with a simple and minimal life. They have rich lore of legend
and mythology and this includes many stories which reflect the people’s love for
dance and music. Song and dance are inevitably woven into the lifestyle of the people
of Manipur. It is believed that the creator has given music and dance to the people of

Manipur. Maniputi dance is a dance form based on the devotion of Lord Krishna.

Keywords. Maitei, Maniputi, Krishna, ttibal, legends

Introduction

Vaishnava religion with all its rituals and perhaps it is still in
Manipur that all the families follow them minutely with utter devotion.
A major ritual that went into their lives while absorbing the Vaishnava
faith was the manipuri dance.

Manipuri dance is a dance which is born in Northern India with
the influence of the god Krishna. The Manipur has always been simple
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and intensely devoted to making people content to live in a world of their
own. They have a rich of legends and mythologies. The Manipuri dance
based on Hinduism and Gods. Manipuri dance includes various kinds
of Sankirtana (Ceremonial) with the effectiveness of Gods. Manipur
has a maitei tradition. Maitei traditions themselves trace the settlement
of the land back to the first century. The Manipur state chronicle, the
Cheitharol Kumbaba, dates the reign of the first king Pakhangba, at 33
A.D., while the early parts of the chronicle are legendary in style. There
seems to be no good reason to doubt that some groups of the maitei
at least occupied valley Carly on in the Christian era.

So certainly there was a bulk of Vedic people from the north-
west of India who had entered the Manipur Valley in the pre-Christian
era. If we talk of the story in respect of the aryan population, their
migration, settlements and cultural penetration and the development
of the political institutions in the Manipur Valley, there is a little source
of information about this. Ancient temples like the Vishpu temple
of Bishnupur, Govindaji temple in Imphal, the Kohima stone, old
palaces and other related buildings and structures provide us with little
more historical information. G. E. Geraini in his work, Researches on
Ptolemy’s Geography indicated the establishment of and indo-vedic
state by the Bishnupriya Manipuris in the remote period in Manipur.
He states, “From the Brahmaputra and Manipur to the Tonkin gulf we
can trace a continuous string of petty states ruled by those scions of
the ksatryo race, using the Sanskrit or pail language in official document
s and inscriptions, buildings, temples and monuments of old Hindu
style and employing brahmin priests at the propitiatory ceremonies
connected with the court, and the state.”

The state of Manipur has through the ages evolved and preserved
its distinct traditions of art and culture. Including a variety of dances
and related rituals, which collectively go under the name of Manipuri
dance. Dance and music verily run in the blood of the Manipuri people
and it is rare, indeed, to find in Manipur who cannot dance or sing,
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Methodology

We can see a similar system of customs and offers based on
faiths, myths and beliefs in sociological context and Manipur state of
India. But today, due to modernization and globalization, these cultural
systems are going tohave been limited. The modern society is not
observing these myths and belief as much as their ancestors. Besides,
it is very rare to see more cultural functions. But the majority of these
have not been seen decades ago. Therefore we think, we need some
process of a system to protect these great ancient valuable cultures
related to these above mentioned cultural backgrounds.

This research is based on qualitative data analysis research
methodology and critical method will be used to analyze the data.
The primary resources are

interviews

observation
questionnaire

Secondary resources are

Literature
Magazine
Publications
Videos

Literature review

The documented history of Manipur begins with the reign of
Maitei king of Ningtouja clan Nongda Leiren Pakhangba (dragon
king/ god) (r. 33 — 154 AD), who unified the seven clans of maitei
society. Introduction of the Vaishnavism school of Hinduism brought
about significant changes in the history of the state. Manipur’s early
history in setting forth in the Cheitaron Kumbaba, a chronicle of royal
events which claims to record events from the foundation of the ruling
dynasty in 33 C.E. Since ancient times, the maitei people have lived in
the valleys of Manipur alongside the #agas and kukis in the hills. Maitei
Pangal people were given a settlement in the valleys during the reign
of Meidingu Khagemba in the year 16006, and since then they are also
living along with the maitei people.
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For many years the scholars in this part of India were in
search of an authority on the distinctive classical heritage of manipsir:
dance. They had to move from treatise to treatise and their eyes are
still hungry. Books after books were taken up and then kept aside —
Bharathamuni’s Natyasastra (written in about 200 CE), Nandikishore’s
Abhinayadarpana (written between 500 CE and 1300 CE; after Dr
Manamohon Ghosh) Sarigitaratnakar of Sarngadéva (sometime in the
15th Century) Sargitadamodara by Subhankara (15th Century CE),
Sangit Sarsamgraba of Ghanasyam Das (18th Century CE) These
books, mostly the vaisnavic ones, give much light but cannot illumine
completely. The Natyasastra tradition is paramount and finds expression
with slight alterations here and there. Even such a great scholar as
Panditraj Atombapu Sarmam takes chali for chari and made a brave
attempt to interpret the classical manipuri dance from the standpoint
of Natyasastra tradition by making copious references to such works as
Natyasastra and Abbinayadarpana. No dance tradition of India can claim,
of course, complete freedom from Natyasastra; but the soul of the
peculiar distinctive Manipuri tradition (parampara) was not to be found
in any of the classical treatises.

Sanamahi Laikan recorded the events surrounding Sanskritisation
which paved the way for “Muaiteileipak” or “Kangleibak” to become
Manipnr. Many other Maiteileipak place names in the Manipiri language
(Meiteilon) were also changed to Sanskrit. The Hinduised word gotra
was introduced for the Seven yek/salais of Meireis. Between 1717
and 1737, the Sanskrit in 1768 with help of Ahom king Rajeshwar
and went on to rule for more than 30 years, signing a treaty with East
India Company in 1762. His reign was a landmark in the history of
Meeteileipak. Parvas were written by Angom gopi (1710-1780), the
renowned scholar and poet at the court of Pamheiba. The king and
all the Maiteis were converted as Ksatriya by relating to Mababbarata’s
Manipiir. Pamheiba’s forty-year reign marked the zenith of Muaiteileipak
in all aspects — religious reform, military conquest, cultural and literary
achievements and sound economics. He issued several coins during his
reign engraved with his different names: ‘Manipureswar’, ‘Mekeleswar’,
Garibaniwaza. He abdicated the throne in favour of his son Chit Sai
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(1748-52) in 1748 and was then driven out to Chachar by his brother
Bharat Sai in 1752. Gourasyam (1753-58) ousted Bharat Sai in 1753 and
ascended the throne. In 1758, the Burmese king Alaungpaya invaded
Meeteileipak.

In 1759, Gouradyam gave up the throne in favour of his brother
Bhagayachandra who restored normalcy in the kingdom and tried
to regain the lost glory of Maiteileipak/Kangleipak. In 1764, the new
Burmese king Hsinbyushin invaded Manipur again through the Kabaw
Valley. The maitei force was defeated at Tamu and the king fled to the
Ahom kingdom in Assam. He regained the throne of Kangleipak in
1768 with help of Ahom king Rajeshwar and went onto rule for more
than 30 years, signing a treaty with East India Company in 1762. His
reign was a landmark in the history of Maiteileipak for the propagation
of Chaitanya's School of Vaishnavism. Afterwards, Maiteileipak
came more under the influence of Bengali language and literature.
Bhagayacandra earned the title of “Rajarsh?” as a king who had become
a royal sage.

According to Cheitaro Kumpaba, in February 1776, the King
went to Kazna Hill in search of the jackfruit tree. Four images of Krisna
were then carved from jackfruit wood. The ritual installation of S
Govindajee was performed at the Rashmondal of Langthabal palace in
1780. The Maiteis worshipped God through dance as performed in the
Lai Haraoba (Merry Making of God). As revealed in the dream, and
with the help of his daughter Princess Biwbabati known as Shija Laioibi
who was symbolically martied and dedicated her life to 7 Govindajee,
composed the Rasa /ila. Meidingu Chingtangkhomba dedicated three
torms of rasa lila to Krisna Kunja Ras, Maha Ras and Basanta Ras.

Publicity is not a strong point with the Manipuri people. Things
are often kept concealed, sometimes forever. Vast heaps of ancient
manuscripts are consigned either to flames or water, lest they might
be defiled by impure hands or feet. One such manuscript was luckily
rescued and brought to Bombay by Guru Bipin Singh some years back.

It was from the house of late S77 Roopa 1ir Chandra, a Royal priest
of the Mabharaja Chandrakirti of Manipzir (1851 A.D.). Little did the guru
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realize that he was carrying with him a diamond far away from Manipir.
The manuscript was then deciphered at Bombay by a Bengali scholar of
Sanskrit who was highly impressed by the standard of original Sanskrit
writing in the old Bengali scripts. The leaves made of ancient Meitei
paper with the size 13” X 5 3/(4@ ) ” and 10 lines a page, numbered
about 170.

Manipairi culture has its myths and legends embodying specific
social memories. Manzpsiri dance — as the name suggests, originated in
Manipiir, the northeastern state of India — a paradise on earth when
nature has been extra generous in her beauty. Love of art and beauty is
inherent in the people of this land from time immemorial. The people
of Manipiir are well- known for their high cultural sense. They are very
religious minded exclusively attached to 7 Krispa and Sri Radhika,
who are always in their thought. And it is difficult to find a Manipsri gitl
who cannot sing or dance. Not only girls but boys too excel in art and
culture. Dancing as a profession for a few classes of people is unknown
to simple people. Every Manipiri can dance without additional effort
and considerable time.

From the beginning of history of Manipsri dance, music and
religion were inseparably interlinked. This is true of the hill people as
much as of the plain people. It is stated that the indigenous people of
this valley were the dance-expert Gandharva’s, mentioned in the epic
Ramayana and Mahabharata.

The naming of the area as Manipur, for instance, is associated
positively with the legendary Chitrangada episode in which the great
Pandava Arjunais killed by his son Babruvahan and later infused with life.
This event is mentioned in the Bhavisya. Parna, a work of the thirteenth
century, and might refer to the Manipir Chakra (wheel) of kundalini yoga
in the Tantric legend about a valley which was submerged in water and
was made dry with the #7ula (trident) of Lord Shiva

The aswamédba parva of Mababbarata refers to the defeat of
Pandava’s at Maniprir and the identification of Babbrubahana, the son
of Arjuna and Chitrangoda, the soul daughter of the Gandharva king
Chitrababana. Babhrubahana, the legendary king of Manipir played
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a vital role in the formation of the existing professional caste and
races of Manipir. The dance pattern in Manipsr must have a link with
the Gandbarva’s culture, which is mythological believed to excel over
all other dance forms. Among the classical categories, Ras Leela , a
highly evolved dance drama, choreographed on Vaisnav Padavalrs, is
the highest expression of artistic genius, devotion and excellence of
the Maniputis.

According to another myth, Siz acted as a sentinel on the
mountain top while Krsna secretly danced the Ras-Lila with the Gapis
(milkmaids). Modern researches concerning the identity of Siza indicate
that he was possibly a Mongoloid god of the Himalayas.

His other name Chinachar, and possibly refers to the Trantracara
is another form of the name areas of chin or mahachin, attached
to the Himalayas. Manipziri dance is not one but many or more
appropriately one in the many. Each artistic form, be it Maibi, Nata
Sankritana, Manohorsai, Dhop Pala or even Martial Arts has its own
“Guru Pranalika’ (genealogy of teachers) right from the great kings
who not only patronized but also participated in it at the level of the
masses. Nata Sankritana found its supreme expression during the
reign of king Chandrakirti (1850- 1886 A.D.), from which time there
has been a steady decline under the impact of British colonialism and
modernization.

Most of the great gurus having their distinctive styles (gharana) of
singing, drumming and dancing have now passed away. The so-called
trinity of contemporary Manipiir rasa-lila gurus such as Amudon Sharma,
Amubi Singh and Atomba Singh associated with the reawakening of
rasa-leela in India and abroad in the post-independence period is no
more. The two great Duhar Cholom gurus of Nata Sankritana, viz,
Oja Thangjam Chaoba and Maibam Ibungohal and the great Pung gurus
like Dhojo, Koireng, Partho, Leirenjao etc. noted singers like Gulapi,
Ibeton Kshtri Tombi and Herachandra of the contemporary period
have passed away. A few outstanding Nata Shankriti (vocal) gurus like
Abhiram Shaba and Kalidaman, both nearing 100 years, still survive
and are singing, to the amazement of many.
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Rabindranath Tagore

Rabindranat Tagore, the world post, was a great patron of the
manipuri dance and culture. He also deserves an honourable place in
the style and regarded as the “pioneer of manipuri dance and culture”.
It was he who popularized the style with its high zenith among the
people of the world. The world poet was fascinated with the lovely
and charming Manipzri rasa-leela at Machhimput, a Bispupriya Manipiiri
locality in the modern Sylhet District in Bangladesh in 1920. He
immediately decided to open a new department of manipuri dance
in his Santinikétan in Calcutta. Consequently, he invited Guru Senarik
Singha Rajkumar, - a native of Kaljar downtown Sikhar of Assam
and Guru Nileshwar Mukharjee of Kamlganj thana of undivided
Sylhet district. Tagore composed a dance drama with /isya (feminine)
movements based on manipuri dance and a highly creative composition
emerged. Centres of manipuri dance were established at Ahmadabad,
Calcutta and Shillong. Tagore’s admiration of this dance from aroused
great interest in it. In the 1930s, impresario Haren Ghosh toured the
country with a troop of manipuri dancers. For the first time, the whole
of India was exposed to the beauty and intricacies of manipuri dance.
It created a new awareness in India of this rich and varied heritage.

Their great gurus were closely associated with this new era. They
were Guru Amubi Singh, Guru Amudon Sharma who was attached to
the royal palace in Manipur and gurz Atomba who taught at Santinikétan,
Calcutta and Shillong,

Guru Amubi Singh

The oldest of the three, guru Amubi Singh was responsible
for the modern pattern of various items on the stage, based on the
authenticity of the tradition. He made a continuous attempt to enrich
the expressional content of manipuri dances by composing a few dance
dramas and solo pieces. Whatever may be the tempo and rhythmic
variations imposed by the need of the composition, the guru struggled
to project an image of subdued eloquence in such a manner that the
discerning audience did not take it as something creative and innovative.
An associate of Uday Sankar in his Almorah period, gzru Amubi would
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attract the attention of eminent dance scholars like Kapila Vatsyayan,
an artiste also in her own right, guru Amubi’s pioneering effort has
been continued by subsequent gurus and artistes like Tarunkumar,
Mahavir, Rajkumar Singhajit (of Triveni Kala Sangam, New Delhi),
Devajani Chaliha (of Rabindra Bharatt University, Calcutta), Babu Singh
(of Jawaharlal Néhru Manipur Dance Academy) and a few others.

Guru Amudon Sharma

Guru Amudon Sharma represented a royal palace tradition as he
was associated with annual performance at the Govindaji temple. He left
a few great disciples like Oja Lokeshwor of whom special mention may
be made of. Kumari Savita Mehta of Bombay has done considerable
work for the preservation and enrichment of classical manipuri dance,
by establishing a school (Parimal Academy) and keeping in touch with
the gurus and the people of Manipur over the decades.

Guru Atomba

Guru Atomba was a great traditionalist, to the point of orthodoxy.
He was not prepared to make any compromise with the accepted style
of movements and never facetted any deviation. He was for about 15
years with poet Rabindranat in Santinikétan and dared to call all the
Manipiri (hastas) bhakti mudras, in response to a query from Tagore.
His tradition was continued by Oja Paka in Manipur and by Prahlad
Das of Calcutta and Rita Dévi of the United States at the moment. He
is still remembered for his nitya ras lila and gostha lila with a touch of
authenticity and purity at the time.

Guru Bipin Singh

Guru Bipin Singh hails from Chachar, an adjacent district of
Manipur. Right from his childhood, he had intensive and specialized
training in the art of manipuri dancing from various gurus who were
residing in Manipur and the surrounding districts like Chachar, Sylhet
and Tripura. Each one of these gurus has been specializing in one
particular aspect of manipuri dance, hence, he has been able to study
and assimilate the various aspects of manipuri dancing. Sri Sarachand
Sharma the well-known Dance scholar and writer said “since the day
I have known him I have never seen him taking interest in any other
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thing or work except researching the Classical art of manipuri dancing,
In short, I can affirm that there is not a single great guru in manipuri
dance, Music and Mridanga whom ‘guru Bipin Singh’ has not met or
from whom he has not learnt or collected something”.

Since the last 40 years, he has made ceaseless efforts to preserve,
perpetuate and propagate the art of manipuri dancing in its pristine
purity which deserve to be considered as a major creative contribution
to the cultural renaissance of Manipur. He was a manipuri dance teacher
and director in Madam Menakals troupes. He was also associated with
the renowned Ramgopal for some time. He has toured all over India
and Europe, In Europe, he has given lecture — cum — demonstration,
which was highly acclaimed and appreciated by the art lovers. From
1941 to almost 1960 he had been residing in Bombay. During the
sixties, he had been spending most of his time in Imphal for study and
research in manipuri dancing.

His genius for creative and innovative dance compositions
has given him a rightful place among the choreographers and has
fully blossomed in various dances — dramas like “Bhagwan Buddha,
Jayasomnath, Mirabai, Arapali, Renakdévi, Narsinghmehta, Usha,
Nartan Arcarana, Rajnartaki, Geet Govinda, Chaitanya Mahaprabhu,
and Bhanusingher Padavali” etc, which has been directed for different
organizations. They proved the potentialities and the capacities for
utilizing manipuri dance technique for effective expression of dance —
dramas. Most of his dance — drama was produced in collaboration with
the well — known disciples, the Jhaverl sisters

Due to his deep study and research in the field of manipuri
dancing, he has been continuously establishing a significant co-relation
between the available ancient texts of Indian dancing and Vaishnavite
Shastras and the existing form of the art of manipuri dancing. His
scholastic ability has helped him to classify analyses, systematize and
codify the various aspects of manipuri dancing and has enabled him to
create fundamental and universal principles and disciplines which offer
to the dancer, and artistic insight and the key to the understanding of
the subtleties and the complexities of the art manipuri dancing,
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He composed various items, emphasizing each classical element
in a stylized way, bringing out its beauty to the fullest, keeping true
to its original form and spirit. Maharas, Vasantaras, Nityaras Ulnkbalras,
Gusthaleela etc. he has presented in the mandapa of Manipur and all over
India and abroad and were highly appreciated by the press, scholars and
the gurus. He gates a new direction to this.

Dance-dramas and choreographed them keeping within the
traditional framework and utilizing the traditional compositions of the
gurus. From within this dance-dramas, he chose the Solo pieces and
re-choreographed them for the stage thereby making them total and
complete. He is a pioneer in introducing Solo Dance performances in
manipuri dancing, His compositions have been presented in the Solo
dance festival held in Imphal by the Manipur State Kala Academy.
Prof. E. Nilakante Singh, well known scholar and critic in Manipur
has rightly pointed out guru Bipin Singh’s effort to extend the horizon
of the classical heritage of manipuri dance is a significant landmark.
Rich rhythmic patterns and intricate talas have been incorporated in
his compositions and he has been able to add a new dimension to
Manipur the press, the scholars and the gurus of Manipur have
profusely appreciated his creative contribution in the different aspects
of manipuri dance.

Many of his disciples have become accomplished dancers,
teachers, and scholars; teaching is different institutions in India. The
six years systematic course devised by him is being taught at these
institutions. In 1972, in collaboration with his well — known disciples
Jhaveri Sisters and Kalavati Devi, he founded Manipuri Nartanalaya in
Bombay, Calcutta and Manipur to channelize his manifold activities in
the field of teaching creative productions, performances, research and
publications.

Guru Bipin Singh was very actively associated with a traditional
dance institute S7i Govindji Nartandlaya established under the
patronage of the maharaji of Manipur who is the traditional authority
of manipuri religion, art, culture, and society.
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To acknowledge and appreciated gzru Bipin Singh’s contribution
in the field of manipuri dancing, the maharaji of Manipur conferred
on guru Bipin Singh, the highest award of a title nartandcary in 1959.
Nevertheless, he was awarded so many awards in India and Abroad as
well.

Conclusion/suggestions

In India behaviours of the people, customs, myths, faiths
and beliefs, language features and physical elements have adjusted
according to identical inherent specifications these communities. Also,
all aesthetic events and functions have evaluated according to inherent
specifications of these regions. Majority of the cultural and political
values are different from each other

The reason for that is these communities live in their regions for
years. They don’t go for other states without any special reason. They
adjusted to their grassroots livelihood deeply. That’s why their inherent
cultural values have not been shared with other communities.

Therefore, the external values or influences were not linked with
each other. The main feature of the Manipur is respecting to nature.
Majority of the people in Manipur state are Mongolians. Today also, we
can see a rural environment in Manipur. Not only ancient time but also
today there can be seen cultural festivals as there is a rural environment
in their region. People of Manipur give prime to the myths and beliefs
all the time

They consider deities as their soul. From birth to death, they
begin their all auspicious occasions after worship to deities Radha and
Krsna is the main god and goddess in Manipuri. In addition, there are
numerous groups of deities in Manipur. They are named in various
names. We can see there are many Ceremonial Dances perform by the
Manipuri people to worship these deities. Among these, Laiharoba
festival and Ras-Lila festival are the leading, As well as they connect
festivals also to all the occasions of their lives.
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The Difference Between the Ordinary and Extra
Ordinary Performance in Classical Music
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Abstract

As a subject that is most abundant among the civilized nations, music can
be cited. On this basis, music is known as a universal language. But, if there is no
frequent and regular dedication towards music education among the disciples who
study music, creative artists or musicians would not be able to produced to create or
perform music. The research problem is; why is there a scarce of dedicated individuals
among classical music disciples? In order to enhance their rare talent , steps are to be
taken and they should be given feedback and encouraged as there are a lot out of a
few who are gifted , and they should be protected. Even though the normal citizen
is not aware of the dedication and the effort a musician put into his work, he still
enjoys music. Dedication of a musician is not only based on physical aspects as well.
Out of the two major divisions of classical and light music, classical music will be the
main concern for the research, and the born talent in music, the enthusiasm towards
music, a proper guidance and the dedication given by the student are main four points
which can be highlighted. Undergraduates who study music for the degree will be the
participants of the survey. The data collected from the answers of the participants will
be analyzed and outcomes will be displayed. The main concern will be the dedication
of the learner of music whereas six qualities will be taken into consideration in the
questionnaire. Be it western classical or Fastern classical, the six qualities will be
common to all the disciples. The quality of one's musical performance will increase

with the number of the qualities he possesses out of the six.
Keywords : Devotion, Discipline, Hardship, Loyalty, Sincerity
Introduction

What is music?

Apparently music takes an intangible form of a combination of
physical sounds organized melodiously to create structures of beauty
and emotional fulfillment. Although it appears that the inner spirit of
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music is sound, a systematized assembly buildup of audible sensations
emerging from the wavering, from the air a succession of sound
waves which poses as the fundamental materialistic truth at the core
of music. But what is the meaning of music? Infinity and linearity are
not appropriate to generate beauty of emotional pleasure, hence the
bare facts about its physical occurrence contradict the very purpose
of music. Sound, therefore, though it determines the outer appearance
of music, cannot be the reality behind it. Behind the material coverage
of music, there has to be an in depth meaning concealed beneath.
Rabindranath Tagore (Tagore, 1995) a greatest poet of all times has
uttered the following words regarding the spirituality of music

“Let us suppose that the man from the moon comes to the earth
and listens to some music in a gramophone. He seeks for the origin of
the delight produced in his mind. The facts before him are a cabinet
made of wood and a revolving disk producing sound; but the one thing
which is neither seen nor can be explained is the truth of the music,
which his personality must immediately acknowledge. As a personal
message it is neither in the wood, nor in the disk nor in the sound of
the notes. The facts of the gramophone make us aware of the laws of
sound, but the music gives us personal companionship .”

Of course music as a physical reality that needs its materialistic
aspects originated in order to appear as everyone sees it, but the technical
source of the sound and the source beyond, which is the metaphysical
source of the music are two different things. The significance of
musical attractiveness lies in the inherent cohesion of music- spiritual
oneness which allows the musical reality lies in its challenge to limit the
of physical sounds and to expand its grounds into the infinite bounds
of the universe.

What is the underlying basis of the spirituality of music?

If we want to identify the meaning of music, we have to go beyond
the act of the musical performance, for the musical performance in its
concrete appearance is nothing but an exposition of musical sounds,
hence of perishable finitude. Sounds, melodies, notes, strings, emerge
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and disappear into the unknown spears of the infinite giving way to
the dark veil of silence. But even if this performance of music merely
vanishes into thin air, the effort and the dedication of the performer
cannot be compared to any materialistic aspect in music as said above.
A talented musician along with his born talent, must endure many
adversities before he comes in front of an audience to perform: and
behind his successful performance lies a series of failures, breakdowns,
worries, disappointments and labor in relevance to learning and
practicing.

Born Talent in Music

The rhythmic talent in babies can be identified at very eatly ages,
so can their tonal ability. Students who depict these talents at early stages
of life as babies, are the ones who when introduced to music, can reach
a very higher level of competence in music. However, researches have
shown that for someone to learn music, the born talent is not necessary
because the theory behind it and regular thorough practice have seemed
to be enough for someone to learn music well. Nevertheless, this is
difficult to prove otherwise since instruments like the piano and guitar
can be mastered with constant practice and sight reading because the
learner does not have to find the note (pitch) unlike in instruments
such as violin and other instruments from the string family. So how can
one explain a learner’s true talent without thorough research on talent
on pitch? This should be proved by conducting many other researches
in depth.

Enthusiasm in Music

As a result of the great zeal that a student shows towards
music, he rarely notices the difficulties even though he may face many
throughout his journey of learning music, and he by himself searches
for proficient teachers, and respect the words and guidance of them.
While enjoying music from the soul, this enthusiastic student engages
in daily practice to achieve the benchmark. And also he becomes
strong enough to face challenges in real life with the help of his deep
knowledge in music. Some students don’t even know why they have
chosen music as a subject. First, the student is the one to be favorably
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affected by the growing spirituality he gains through music. The next
step will be affecting the society in a positive way from this serene
music one produces. Since this is the case, the teacher should make sure
to encourage students and arouse enthusiasm in them towards classical

music.

The time duration one allocates for practicing music and achieving
targets should be increased. Through this, the roaming mind of the
learner which is naturally bound to deviate, will be tamed and he will
learn to concentrate. This will enhance his spirituality. When compared
with the past, in the present day there is an ample of extra unnecessary
influences on the young mind which is an obstacle to one’s practice of
spirituality. And with these needless external influences such as cyber
sources, narcotics, and so many other social issues, the mind of the
young is more likely to have a negative impact. Not to mention that
through this, it’s the entire society being affected secondarily

A Proper Guidance

Even if there is an ample of teachers everywhere, the student
attempts to find the best one out of those. And the student develops
an intuitive through observing the characteristics of the teacher which
he later uses as a hint at choosing his proper tutor. And the student
concentrates on the advices and examples given from the teacher for
the student’s life. In the Indian tradition, whenever the student mentions
his teacher, he would touch his right ear in honor to his teacher. And
if an Indian student confronts his teacher, he would always greet him
by touching teacher’s feet. And the Indian student is not allowed to
perform on stage until being approved by his teacher. Indian students
consider their teacher as God almighty or Brahma.

Research Problem

In the classroom scenario, when the music teacher teaches all the
students equally, taking equal time and effort for all through the same
syllabus, why don’t all the students end up being a proficient musician?
And why is there a clear distinction among them in aspects of ordinary
and extra-ordinary in their performances?
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Hypothesis

By possessing the six qualities, music disciples can achieve
higher standard of their classical music performances and make it
extraordinary while increasing the spirituality.

Importance of the Research.

The University of the Visual and Performing Arts has been
individually advancing up to date as an independent University. It is
the goal of the staff and the students to gradually upgrade the quality
of the degree program and the output, but the results prove otherwise,
seeing that the performance in the faculty of music has deteriorated
into low rate of satisfactory performances given by students. This may
have occurred based on many issues but this research concentrates only
on the six qualities in a student and how they affect his performance
while being under the guidance of a teacher.

Methodology

A questionnaire was distributed among randomly selected 40
students of the final year who had performed their stage performances
in 2018 for the degree course BPA (Hons) (Bachelor of Performing
Arts) music in the University of the Visual and Performing Arts,
and the collected data were analyzed and displayed in a table and a
corresponding pie chart. The questionnaire was prepared by concerning
the six qualities of a performer which were identified by the researcher
from teaching for years. With the answer of the first question can be
revealed the devotion towards the subject, likewise discipline with the
second answer, exceeding the hardships with the third, loyalty with the
fourth, sincerity with the fifth and surrender with the sixth.

1. The six qualities of the performer: a lot that correlates the
development of spirituality

The dedicated students will use the maximum time of his day
for productive practicing. They listen to music, and even exceed ten
hours for practicing. So behind the successful disciple, lie six qualities
affiliated to the subject and the teacher. Since the subject of music
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is abstract the student majorly depends on the teacher, some subject
components may arise questions in students but in the meantime, with
practice and experience those questions are more likely to be answered
by time. Thus, music is not only a physical aspect but also a spiritual
thing. So with the increase of this spirituality the students possess along
with the six qualities, the extraordinary talent comes to the surface.

1.1 Devotion

Music is a spiritual aspect. According to the Indian belief, music
is a thing that was given to man by God. Therefore, people consider
it a divine cause and learn in likewise. Even the teaching process takes
place with a great spirituality. A goddess named Sarasvati is considered
as the goddess in music. Daily, pujas are offered to this goddess and
they practice and learn. People believe that the goddess can hear the
music they play or sing. And believe that they are blessed when the
gods can hear. Therefore, they practice on a daily basis. Even one does
not believe in a god that belongs to music, there are people who do not
believe this: people except for most Indians. So these people have a
believe in themselves, a sort of devotion they show to themselves. This
belief is very helpful in improving the subject and keeping a peaceful
mind. Moreover, guru or teacher, as many of the world know as the
master is a spiritual character or preceptor. Indians believe that teacher
to be the representation of divinity. Specially to learn classical music
the student’s choice of the teacher is very important. Devotion-piety
is the complete surrendering of the student towards teacher as well as
the subject. As the teacher ideally should respond to the effort of the
disciple and love him almost as his own child. So devotion towards the
teacher and the subject is an essentiality regarding learning classical
music in any discipline.

1.2 Discipline

The whole subject is a discipline. There are prominent three
words relevant to classical music learning in India, guru-teacher, vinaya-
discipline and sd@dbanda-practice It is of two aspects. First the discipline

the disciple shows to the teacher and the discipline he shows to the
subject. The discipline towards the teacher stems from the roots of the
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belief of the student that the teacher is proficient in his knowledge,
theoretical and practical, and that the teacher is an all-rounder. That is
not something the teacher does on purpose, but something that happens
by time. The student accepts equally, praise or scolding at his points
of learning and practice. Talent, willingness to practice, sincerity on
practices faithfully on the subject components are essential qualities of
the obedient students these all belong to discipline in learning classical
music. Secondly the student is disciplined as he respects the subject
rules. Even if the student practices and gains proficiency by individual
means, the student cannot go on stage without the utmost assistance
of his teacher or his team. Therefore, the discipline of working with
others is a very vital thing in this area. This does not only serve the
wellbeing of the individual or the subject but also society. Teamwork
is a social friendly activity. It is apparent that thorough the learning of
classical music, a person who is social friendly can be the outcome.

1.3 Exceeding hardships

To learn itself music is to face challenges and go forward with so
many difficulties. The adversities that come across the path of a music
disciple are a lot. From the moment since the beginner attempts to
hold the musical instrument, everything is difficult. Maintaining correct
posture, training to hold the instrument, are tiring for the brain. So if
these hardships are not faced valiantly, a musician can never be born.

Great musicians who are recognized in the world recall their past and
the hardships.

In the biography of the renown Tabla player Zakir Hussain states
“At seventeen Hussain went on forty-day self-imposed retreat known
as a chilla, where a musician practices in isolation until a state is reached
in which the music and musician become one” https://en.wikiquote.
org/wiki/Zakir_Hussain_(musician)

Eminent violinist Yehudi Menuhin wrote in his autobiography,
Unfinished Journey, ‘I groped all over the fingerboard like a blind
mouse... I played the violin without prepared for violin playing”
https://www.allmusic.com/artist/yehudi-menuhin-mn0000790691/
biography
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But only by facing these challenges and overcoming them made
these musicians. Truthfully, this is something that does not reach
the knowledge of the audience or the listener. This a victory in the
spirituality. The Musician and sometimes the family members can
understand this situation, but this is more likely to be buried with the
musician himself. This particular significant part of the musician should
be appreciated by the appreciators, teachers and the entire society in the
researcher’s sense. Unfortunately, it is not something that is exposed to
the society although there is an ample of musicians who entertain the
society through their immense dedication throughout their lives. This
should be considered deeply since most of the individuals chase the
physical achievements by financial basis but this particular artist spends
their whole wealth as well as spirituality to fulfill the deep spiritual gap
of the so called tired society. As music learning or performing music is
not a marketing investment as it was sustained even in eatly societies.
To produce a capable music performer, one should start learning in
his/her early ages. And it should be continuously in touch with the
subject as well as the practices. Not only time but even the spiritual
concentration and dedication with the ultimate patience are some
things that the true musician has to sacrifice. Actually it’s a very long
process, and everybody in society doesn’t possess this particular skill/
talent and the capacity gained by the born talent as well. Music does not
only address the physical part of the world but also the serene spiritual
part of the hearts.

1.4 Loyalty

1.4.1 Loyalty towards the teacher
1.4.2 Loyalty towards the subject

1.4.1 Loyalty towards the teacher.

The loyalty towards the teacher mainly relies on his teaching
methods and the capacity he holds in the subject components. Keeping a
constant update about the subject and being alert upon its developments
is mandatory as a teacher. If not, the students’ enthusiasm and the
keen interest in it will eventually decline and therefore objectives of
the learner will take more than long to be fulfilled or maybe sometimes
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they will drop the subject. Not to mention that even the teacher will
also become somewhat abandoned by the students. The teacher and
his teaching must always be able to gain the trust of the students
and their targets should be achieved day by day. In other words, the
students must feel that there is a progress in themselves which they can
witness on a regular basis since music is a performing skill which grows
continuously throughout the process of proper teaching and learning;
Therefore, the loyalty towards teacher is a very vital cause concerning
music education.

In the Indian culture, the teacher is considered the almighty god
called Maha Brabma* Through teaching and guiding, one can earn a
respect and trust in the hearts of the students. World renowned late
Sitarist Maestro Ravishanker says “the ideal disciple feels love, adoration,
reverence and even fear towards his guru’(Shankar, 1968, p11) . Since
unlike in the past, the communication system has developed by now,
one can easily confirm the accuracy of details and facts through Online
resources in an instant although its accuracy cannot be guaranteed all the
time. Nevertheless, what makes a real teacher is his own methodologies
and experience through which he advances his own reputation. Thus,
this reputation that the teacher builds for himself is an immense aid
for the students to increase their loyalty towards their teacher. This
loyalty is also what helps the students to achieve their targets with the
full blessings of the teacher. In the research, it could be identified that
this loyalty of the students is the main point which matters for their
confidence in what they do. However, the fact that teachers should
be fully honest to the subject components as well as their teaching
methodologies is to be considered vital in the process of gaining trust
and loyalty of the students.

1.4.2 Loyalty towards the subject

As there are no short methods or quick tricks to conquer

*Guru Brabhma

Guru Visnu

Guru Dévo
Mabesvara..... (' Teacher is the almighty Maba Brabhma or God Vispu) In Hindu’s
belief the teacher is one who is above all and is equal to God. Any Inidan artist
concerns this stanza very highly(Shankar R., 1968, p. 11).
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the proficiency in music, one should be fully honest to the subject:
especially in the part of the continuous practices. This kind of loyalty
is not meant for demonstrating in front of anyone but for the benefit
of one’s own heart regarding his dedication, devotion and patience
until achieving the intended target in the field of music: maybe as a
teacher, composer, performer, a singer or a player. Anyway this quality
of a student is for the profit of the individual itself. No one can compel
the learner to follow this either by force or by bribing since it depends
on the learner’s hopes and targets. Finally, the teacher is the person who
can learn about this loyalty of his student through his performance
and it is not something that can be concealed from the teacher or the
subject. The students should be aware of his loyalty towards the subject
if he wishes to become a professional performer in the field of music.
Considering a scenario, in an occasion where the teacher has assigned
an exercise for the students (maybe a vocal or finger exercise) the
student should not skip practicing it and mislead the teacher. Similarly
the techniques that the teacher introduces for the practice should not be
evaded by the student in search for quick methods and ways to achieve
the target quickly (which fails due to the lack of practice). This kind of
loyalty can be seen within the honest learner and he knows how much
his loyalty is worth. So eventually one can notice the improvement of
the subject through this loyalty towards the subject and teacher.

1.5 Sincerity

This quality of a music learner is firstly identified by the teacher.
This is an abstract identification that is gained by the students through
displaying his way of speech and actions in front of the teacher.
However, these kinds of qualities are highly considered in Oriental
countries like India. According to many beliefs in Indian societies
one can be judged in many ways. L.e. External appearance, way of
behaving when confronting the teacher, sitting postures in front of
the teacher, walking, speaking and many more kinds of sciences are
considered when judging a disciple. Anyway, a music student of any
culture should pay attention to the sincerity he shows the teacher and
to the teaching in order to keep a healthy rapport with the teacher
as mentioned initially, music cannot be performed alone. Hence it’s
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a team work. First of all, the student’s concern must be the sincerity
he shows towards the teacher and the learning and then be sincere
to the team who accompanies him or sings, plays beside him in his
performances. We should build up sincerity in the heart of the teacher
first as a believable person and so forth among others.

1.6 Surrender

As a beginner in the very early ages one would not overcome the
teacher. But undergraduates or adult learners are most unlikely to be
reluctant to question the teacher at all the unnecessary points. This
should not be done in front of the teacher, as some of the subject
components are indescribable at the initial stages. It takes time to
understand and to clarify the point to the students at the very beginning,
Maintaining patience and engaging with the practice methods is a must
at this stage of the music learner. This type of surrendering is what
is intended in music learning. For a student to understand the vast
capacity of the subject no matter how talented the pupil is, it takes time
and the process may comprise of continuous assessments and constant
inspection of the teacher. So this type of surrender helps the learner gain
the real guidance and the blessings of the teacher. In the Eastern music
culture, this is aspect of surrendering is highly considered compared
with the Western music culture. Unnecessary questioned directed at
the teacher might make him feel uneasy and may lose confidence in
his method of teaching. It may result in a adversity and the teacher
may be hindered in his way of teaching which may then cause leaks
in concentration of the progress of the students. So the sixth quality
compels the students to trust the teaching of the teacher and maintain
patience until he feels an improvement. Unlike any other subject, music
is not a subject based on physical aspects although it has by now a
theoretical approach to it. So believing the teacher is a crucial part of
the subject to achieve the targets. This kind or surrender does not mean
keeping quiet and abiding by anything the teacher says but questioning
at unnecessary points which the students cannot comprehend at their
level of understanding will not help to solve the problem as the process
of acquiring music takes a student a considerable time to prove that he
has reached a certain level.

106



The Difference Between the Ordinary and Extra Ordinary Performance in Classical Music

Table 01

Data analysis of student

# X| X| X| X| X| O 0t
# O] O] X| O] X| O 6
# ol o] X| X| x| o 8
# o| ol o] x| ol o L
x X| X| X| X| X| X 9
x O X| X| X| X| X S
x X| X| X| X| X| X ¥
* X| X| X| X| X| X ¢
* X| X| X| X| X| X [4
* X| X| X| X| X| X I
-a +d| O O|+D| d| d| +d| V| V| +V| 9] S| ¥| ¢ | 1
(£1enb
"sonI[enb XIs WNWIUIW Y SOPess £3010esnessIp = # o ss9ss0d 10U $20p = O 810¢+eak)
‘sontenb xrs ewmdo yam soperd £3o1oesnes = “Aapenb o sassassod = x) quiny
OprID) PAIBIO[Y sonieng) XIg uepmig
o _— - _ JopuUdIINg = 9
0L0= 00Cc= O 0¢'¢ = +d
001= d  0£T=+D  0LE=-V fapaag = §
0¢' 1=+ 0Lc=-d 00t = V) MpAOTT = ¢
000="4 0L1T=-D 00¢= 4 00 = +V| sdiysprey] = ¢

9BEIOAY JUIOJ 9PLID) = YO

ourdmsi(p = ¢
uonoAd(J =1

107



Journal of C. de S. Kulathilake Archival and Research

12
13
14
15
16
17
18
19
20

11
21
22
23

24
25

26

27

28

29

30

108




The Difference Between the Ordinary and Extra Ordinary Performance in Classical Music

0 X| X| X| X| X| X 0
x X| X| X| X| X| X 6%
# ol o] o] X| x| o 8¢
b X| X| X| X| X| X LE
x X| X| X| X| X| O 9¢
# O| X| X| O] o X G¢
# X| ol ol o] o X 149
# X| ol X| o] o] O e
# o] O x| ol o] o (49
* X| X| X| X| X| X 1<
-a +d| O| O|+D| d| d|+d| V| V|+V| 9| S| ¥| €| T| 1
(frenb
sony[enb XIs wnwunw gim sopess 3010 snessIp = # o ssassod 10U soop = o | 810Z7EA)
‘sonpenb xis reumdo i sopead £r030TsmEs = 4 “rpenb o sassassod = x) Foquunyy
sonIeny) Xig uopmig

opeI) PAILIOTY

0L0=-d 00C= DO 0cc =+d

001= d 0¢C=+D 0L'¢ ="

0¢'T=+d 0Lc= -d 007 = V|

000 =4 0L1T= "D 00e= d 00 = +V
93EIDAY JUTOJ 9PLIn) = VIO

JOpUAIING = 9
ArroouIg = ¢
fpedo =
sdryspre] = ¢
surdmsi(] = ¢
uonoAd( =1

109



Journal of C. de S. Kulathilake Archival and Research

Out of 40 students, 16 had obtained satisfactory grades they are
indicated by the (*) mark and it is 40% as a percentage. The good
achievers possessed a majority of the six qualities. 4 to 6. Others were
indicated by the (#) mark and they are possessing 2 to 3 qualities out
of six. That means good qualities deserves the extra ordinary results.
It proves that music is a subject that develops with the six qualities
of a learner which is growing simultaneously with music. And in the
questionnaire the extra ordinary talented students had mentioned that
the teacher-student rapport is essential for their achievement. while
others had neglected it and had followed their own ways.

Through the data analysis it is not intended to predict that these
particular students developed these qualities over the short time duration
of their university stay but to say that these students had positive
attitudes and these qualities even before they entered the university.
Any way these type of attitudes highly affects the improvement of
one’s musical skills as well as enhances the spirituality which directly
correlates with the social wellbeing too. It could be revealed through
the answers and according to the awareness of researcher the holder
of the satisfactory results also possesses the characters which are very
peaceful and social friendly in the academic activities as well as in the
other interactions with any one means with the society.

Figure 01
Data analysis chart

Number of students

N W ok 1Y N

A+ A A~ B+ B B- C+ C C D+ D D- E GPA
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Conclusion

One thing which was revealed through the analyzed data was that
the students who underwent this experiment were actually unaware of
the qualities they had or had not. Thus, it is the duty ofthe teacher to
educate the student of these six qualities and motivate them by showing
them theresults, and it is the duty of the student, to enrich their music
lives by employing these six qualities in order to achieve a level that
they thought they never could. The below conclusions can be drawn
through the research.

* Music is not a subject that is based only on materialism.
* Music directly addresses the spirituality of a person.

* These six qualities that the research was based on, can be identified
as the spiritual qualities of the artist.

* Both the sectors —materialism and spirituality can be seen in a
well-balanced manner in the true musician who possesses these
qualities who uses them in order to achieve the higher performances

in classical music.

* These six qualities are applicable to anyone in any education
sector, not only music and they can uplift their spiritual realm even
in studies.

Other than the six qualities above mentioned nothing is special
for the artist other than his possession of the born talent, real guidance
and correct practice habits as well as a target to achieve. And the
students should believe these good six qualities that they help them
to upgrade their performances in music and enhance their spirituality
more over help them to live in peace and harmony in the society as one
of the social healthy member.

Although music is a subject that belongs to all civilized humans,
the task of maintaining it a forever appreciated subject is in the hands of
the teacher and student. Then only the quality music and the musician
can be unveiled before the audience. Since, teaching and learning
with the concern of these six qualities is a must to the present world.
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However, if one thinks music only as a marketing business, it is a total
misunderstanding of him and the others. Quality and spirituality are in
bond with classical music performance and it makes the musician reach
alevel of divinity with a state of meditation and utmost concentration.
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Art of At Raban in Harispattuwa

Art of At Raban in Harispattuwa
Mahendra Hemantha Kumara Fernando

Abstract

There are many different generations which belongs to upcountry dancing
traditions in kandy district. Malagammana, Tittapadgala, Amunugama, Ihalawela,
Doragamuwa, Kahalla, Hapugoda are some of the famous generations among
it. kapkari bali santi karma belongs to dancing traditions and géitabera, dawula,
tammdittama, uddikki, are included mainly for drumming style etc. The people who
are attached to dalada maligawa and perabira which is called panikkiyawarun and
dancers are still giving there heartfull of gratitude to these works. Another special
event which is common in upcountry is ar raban kalawa (flat drums). This is a very
attractive skill to watch. But It is not an easy dance because they have to perform with
the drums carefully. This performing art gives entertaining and playful skills which is
adorable. Some of the special things are raban kavi gayana, raban pada, raban nétima,
raban karakivima, peralum pada, tabanchi etc. when I started my research I got to
know one of the generation in udatata Harispattuwa batugoda generation and Sir
A.G.F Sriyanandha lives in mullegama ambatinna village are mainly involved to this
fabulous art continuously. Art of af 7aban dancing culture is a famous dancing type
in kandy district. How much these dancers protected this art in a well-mannered way
which is comparing with their past historical valuables? Referring information from
the library books, Interviews, submitting information about my practical knowledge
is a solution for above matter. Art of at raban dancing culture in Harispattuwa, kindy
is still famous among the people. But later on, it became commercialized and lost
traditional academic techniques which is comparing to past generations. According
to the research findingsour ar raban art doesn’t gives a professional value as past years

due to changes with new generations.
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Through the Barriers of a Musical Journey to Wisdom

Through the Barriers of a Musical Journey to Wisdom
Thushara Rathnayake

Astract

The scope of Indian classical music entirely differs from others as a practical
oriented subject which cannot be transferred with literacy. The subject originates
from feelings and expands towards experience, practice and creativity with knowledge
which is an approach to a kind of wisdom. The modern trend in Sri Lanka is barely
misguiding the music student towards commercialization through many anonymous
ways which converts all aesthetical values in to marketable values. The objective of
this lifelong revive research article is to expose the unseen reality and the miseries of
a hard learning violinist at the experiential level which will guide a student towards the
right path of effort without discouragement. Since guidance or influence of fake or
unqualified personal can ruin a student’s life, it is utmost important to acknowledge
which may be very helpful in distinguishing between the fruitful and fruitless effort.
As an output of this article a student can be awaken to walk through with awareness,
in the path of music towards wisdom avoiding disappointment through the
barriers and misguidance. It will guide a student violinist, step by step with possible
experiences not only at the knowledgeable level, not only at the intellectual level but

as an approach to the experiential level.

Keyords: Awareness, Commercialization, Experience, Practice, Wisdom

Introduction

There are lots of students who learn Indian music on violin but
how many of them might become musicians? Truly not much as a
matter of fact. Others might probably give up within a couple of years
or just keep on playing something just to manage with their exams.
This is a true fact seen in Sri Lanka since a violin is such a critical
instrument for anybody to master. The teacher might have obviously
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been asking the student to practice every day but perhaps that student
is never been taught how to get started and how to get things going on
or what are the burdens and boundaries of the path.

It won’t be the same fortune for anybody since we all differ
from person to person. Yet someone might be skillful, courageous and
hardworking while the others are not. The musical skills is something
which we bring from our past lives. All what a person has to do is
to develop what he or she has brought from the past. (Reincarnation
as explained by the Buddha) If it would not happen in time those
remaining of the past might possibly be erased off like a fax print.
However, the basic reason is that most of them do not know how to
practice, how much to practice, where to practice or when to practice.
Nor they even sometimes know whether they should practice or not.
They do not know how to start, continue, maintain or manage. Some
might take it as simple as studying a poem or a dialog. Some people
believe that music can be learned within several years just targeting to
a series of exams. It will literally work out but everybody should realize
that being a musician is something far beyond.

Your certificate might stand on your wardrobe for the entire
life and won’t serve anybody. All what’s worth is your practical skills.
Being popular nowadays has become an art of being a musician as
some believe, but it is fake. Music as a profession simply does not
mean being famous which might sound rather silly. The modern young
generation lacks in knowledge of distinguishing between the good and
the bad qualities of music since they are not being exposed to descent
standards. Since the commercialization is keeping under controlled of
the whole culture, the people are being misguided for their lifestyles
which causes them to end up in disaster. In the meantime the musicians
get inspired only for name, fame and money. No quality of resources
will be preserved for the future generation. (The commercialization
and rapid change of attitudes has drastically effected the quality of
aesthetics in Sri Lanka)

On the other hand the students are totally helpless in finding
a good teacher simply because the proper identity is not given by the
social attitude. As a result they are not being guided to follow the
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correct path, facing the reality. Since not being guided what the concept
of Indian music is, most of them take it as similar to jazz or pop hence
concern only about getting a booming tone and loudness. Rarely one
might realize what the soothing mellow tone which can speak to human
emotions. Improper guidance of bowing a violin is another common
issue found among local violinists. (As far as bowing with stiff arms,
uplifting elbows, rough and vigorous movements is not recommended
for Indian music.)

Amplifying a violin correctly is another hard issue for a violinist
hence one might go out for various options in order to come out of
this problem. This attempt might again end up by corrupting the values
and concept of music.

All and all every musician including the violinists have a
responsibility to preserve musical values to the future generation.

You may be become part and partial of these experiences.

Perhaps you are a victim of the hard situation detailed in this
article and may be somebody who were held up with your music since
childhood where practicing became a daily exercise. As a result of
sitting for long hours you might have learned to withstand the pain
and at last you could enjoy it. Getting up after several hours of practice
sweating all over the body just gave you a wonderful feeling. You might
be a hard practicing guy for decades and achieved good results in your
exams with no hesitation at all. Perhaps you never faced a music exam
with difficulty or never had to practice specially for an exam because
practicing was a part of your daily routine. Perhaps you never had
second division passed for any of your music exams and your teacher
was always proud of you. May be the only difficulties you faced were
the objections what you got from those who got irritated by the sound
of your violin at home. May be you had a lot of clashes if you were
living in a hostel with your batch mates living next door.

Perhaps when you were selected to a University in this country
(Sri Lanka) where your dreams of being a good performer aroused.
May be your habit of practicing went on and on and you used to
practice over 10 hours per day as a habit which brought you amazing
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results. Perhaps you could still remember your friends residing in the
hostel becoming impressed to see the way you work. May be some of
them approached you and gave you special nicknames. May be they
commented you as damn hard working person and some used to stop
near your doorsteps and listen to your music. May be you hated this
because you always wanted yourself to be a special character of your
own. Perhaps some of your neighbors wanted to learn from you while
some were burning in jealousy since you were unable to be a regular
member of their society. Some might have got irritated with your
practice and wanted to chaise you away from your residence. Perhaps
there were nobody to help you and you had to look after yourself and
your health. Going to market, cooking, washing, cleaning and even
helping others to keep things going on might have been the part of
your tough life. The roads might have had always been bumpy and the
journey might have been painful but there was no option other than
proceeding. May be you are one of those who had such experience and
who suffered a lot, devoting your life for music or somebody who was
not even lucky enough to feel it.

How you should practice

As some people use to say, “You should have your practice to
practice”. This is the experience you have by sitting for long hours
without feeling lazy, bored or pain, numbness in a freezing cold winter
or in a hot summer which can boil your brains regardless of all the
other duties and responsibilities in front of you.

Always give a challenge to thy self. Your practice and your self-
challenge will be your first mighty god. Think of playing something
at double speed of what you are playing right now maintaining the
clarity. You will definitely be challenging yourself. It might not work
out simply because you didn’t have enough practice yet, but remember
that you are bound to improve if you are stepping forward, as a law
of nature. Gradually the others around you might realize your ability.
Here you are, guiding thyself. Thy self will always keep boosting your
courage. Who else in this world can help you? Nobody except you.
(“Attahi Attano Naatho” as taught by Lord Buddha) Your teacher can
show you the path to follow but you are the person who has to walk
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through. If you don’t it is not your teacher’s responsibility.

As a rule if you keep the first step then you will be qualified
for the next but if you didn’t keep the previous there will be no next.
(There is no future without a past) You will never realize where you
have reached by right now but the day you realize it will be the day you
feel how much you have lost by keeping out of practice.

Therefore keep on proceeding. Bee mindful and patient. Be
where you are right now while you are working, Be sure that you are not
in the past or future or perhaps in your imagination in a virtual world
of floating creativity. Learn how to be in the present. This is how your
work converts to be a meditation which takes you towards the goal of
success. (“Samatha Bhaavana” or Learning to live at the present) Once
when you are concentrating on your work properly the path towards
wisdom will be open to you. (The path of “Dhamma” or the law of
nature taught by Lord Buddha).

The most powerful method of learning music is to listening
audio recordings and live performances of your favorite artistes.
Keeping yourself impressed on qualities of professional musicians can
be your powerful resources of boosting and polishing your abilities.
This will carry you for a faraway distance with your imagination. You
might perhaps imitate those professionals for some time and that will
naturally boost your desire to keep up with more enjoyable practice.
Sharing your knowledge or teaching might add another important part
to your carrier as well. (According to the methodologies of being a
successful teacher).

Amplifying your concert

A public concert reminds you the topic of amplifying your instrument.
(Amplifying a musical concert propetly is a major issue since it can
affect the sound which itself is the most important part) The options
are endless but you have to find out what suits best to express your
feelings. This is not a single task of your sound operator but you
yourself will be the best sound operator of your choice. The acoustic
background of your performance matters a lot to give the correct
balanced reflection to your ears. The first of all, is the electronic ear, or
the microphone.
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Figure 1

A condenser microphone ideal for a violin.

The purpose of all the pre-amplifiers amplifiers and speakers will
be useless without a suitable microphone which does the same purpose
of your ear which is the most related organ of your body with music.
(The vibrations picked up from the eardrum is carried to your brain via
the physical structure as electrical signals. Deformation or any damage
on the eardrum will never pick up the sound vibrations correctly and the
rest of the hearing system will respond according to what the eardrum
has picked up.) This is something which all the sound operators should
realize. Improper method of microphone application can end up with
disaster even though you have the best instrument in the whole world
in your studio or you are the best player in the world. It will result
similar to a damaged or corrupted ear. It can end up either with a loud
feedback, very low sound or a much distorted sound. The musician will
be totally disturbed on the stage and might lost the balance needed to
perform necessary dynamics to express inner feelings. (Like a clipping
sound, the eardrums might get jammed.)

Feoure 2

A waveform with cliped edges in both positive and negative ends.
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Usually, your instrument becomes part and partial of your mind
when you are performing and it should be obedient with your music.
Once when your instrument sounds according to your command then
your performance can express your feelings. Only when you feel good
with your music, will you be able to please your audience because the
audience become part and partial of your music. (Similarly, unless you
have a hundred you won’t feel good to give one for a beggar) The
reaction of your audience might further boost your mental energy and
perhaps you might come up with something extraordinary.

Now this is true only as long as you hear your instrument
properly. The incorrect microphone or the incorrect method of use
can destroy your music. The music which you developed and built up
by practicing for decades can be busted within a few minutes by an
incorrect microphone or a stupid sound operator. As a matter of fact
let’s see what usually happens.

Figure 3

A condenser mic with a goose neck which can be adjusted according ro
the taste if artiste.

Violins are usually not properly being picked up by a dynamic
microphones, unlike a voice, Tabla or a Sitar. All what the sound
operator has to do is increasing the gain of the mic which will obviously
end up with a gradually rising noise of feedback. The next option is a
condenser mic which is usually over sensitive hence will pick up all the
possible noises including the sound of your breath and the touching of
fingerboard as well even while the mic is placed a few feet away. When
things so happen, the next requirement will be to make a compromise
between filtering out the sound of violin and rejecting the noise. The
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next most convenient option for the sound operator will be sticking a
piezo mic on the top board. That’s where the problem begins.

Figure 4

A piezo contact mic which picks up all the unwanted harmonics and the
vibration of the top board.

The real acoustic sound we hear from a violin is just a few
inches away from the f-holes. The final sound production of a violin is
supposed to be coming out from there. Once when you stick a piezo
mic to the body of a violin you will be picking the raw woody vibrating
sound of the top board. It is absolutely louder than a signal picked
up from any other mic but is very rough and is filled up with lots of
unnecessary harmonics which are noises indeed. The only advantage
of these microphones is that the gain can be increased easily without
being interfered by feedback. Now, your silly sound operator might say,
wonderful! That is awesome sound. For him, he is a winner and as long
as a dumb audience is sitting there who would not feel the emotional
part of music. Therefore if you want to feel your music, just don’t give
it to their hand.

Body and the mind.

As your health is concerned you should be both physically and
mentally good enough to be with courage. No aches and pains should
be interfering which creates aversion in the mind which might end up
with darkness. Patience and persistence is the other most important and
no instant results can be expected on the path of true music. Nobody

130



Through the Barriers of a Musical Journey to Wisdom

in this world can be a musician in a couple of months. Not even within
3 or five years. As a matter of fact some says that continuous long
hours of practice for around 10 to 12 years can make a person to be an
ordinary performer. The professionals are obviously those who goes
for intensive practice for decades, 8 to 10 hours per day. (As a common
saying among classical musicians in India). The more they concentrate
on their music the more they benefit. On the other hand the more they
keep on held up with their music they lose their society. That’s why the
most grate musician ends up with an unhappy family life as usual but
that is entirely another topic to talk with.

Concentration

While you practice, keep your back straight. Never forget that you
might come to a middle age one day. Try to sit in your accurate posture
as long as you can without changing, which might turn out the situation
to be more painful. (According to the Law of impermanence taught
by Lord Buddha) (Throwing stones to a bee hive will be dangerous
than walking by the side of it.) Try to practice continuously for longer
periods rather than getting up intermittently for snack breaks or
pain release. Doing so will take away your concentration and reduce
efficiency. At the same time you will never get used to sit for a long
time. Learn to concentrate or focus on what you are doing as long as
you are doing it. Once you finish, just finish it rather than finishing it
for an infinitive number of times mentally. All the external sound and
visions or even flowing thoughts can be hazardous to the path of your
success hence take care. Don’t practice outside or in public. That is not
recommended for a beginner. (A small plant has to be protected from
all the external dangers though nothing can effect once it grows up to
be a huge tree.) If you want to remember a pre-written notation, do
not study it like a dialog and attempt to play. Just play it with your violin
until it gets digested.

Bowing

Keep both of your hands relaxed while you are playing. Don’t lift
your elbow and hold the bow with a stiffened arm. Keep it down and
be sure that your bow is moving across the string without zigzagging
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and watch out for a falling bow. Use the full range of bow, both when
you are tuning and playing. Make the maximum use of the given 29
inches of length. (The habit of playing with half or quarter of the full
length will not give out the optimum level of sound and will reduce the
smoothness and stability of what you are playing,) Do not press the
bow against the strings and keep it a smooth and bounce less flow. Do
not increase or decrease the speed of the bow movement while moving
from the bottom end to the top end of the bow without awareness.
The command of your bow has as much as over 70% importance in
proper sound production therefore give it a chance. (Playing a violin
without considering the command of the bow will be similar to rowing
a boat without releasing the rope.) Your final production can turn out
to be fruitless.

When should you?

What can be the best time to practice? Somebody might ask.
The answer is “Night time”. This is quite true but may be is different
to another person. Most of the musicians prefer to practice until late
night or early in the morning. Morning can be fine if you feel fresher
then. Late night becomes best because it is quieter and the air becomes
cool which helps you to hear your instrument better. Thicker the air,
faster the sound will travel and you might feel the difference during the
night. Never keep the mid-day or afternoon for this when it is hot and
sweaty. Thin and dry air might not produce an atmosphere for good
sound production hence will dissolve your hearing;

Conclusion

Negative influences from your society to your music can be
hazarders. Especially to your child schooling these days might get a
bad influence from the society. Since there is no popularity to classical
music, somebody might give a bad influence saying that your music
is useless. This can be great danger for your musically talented child’s
carrier. What really matters is not anything wrong with the music but the
general attitude. The opinion and knowledge of the school teachers has
a powerful effect to encourage a child. The government’s involvement
is very essential but unfortunately there is no more intelligent ruling
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party existing in this country (Sti Lanka) to do so. A government of a
country has a vase influence on the public opinion. Media is the super
power among them. The media can either give the best or the worst
to the public. It can even change or completely manipulate the public
opinion on what is good or bad. (According to the currently existing
situation in Sri Lanka) It can convert a whole country in to a hell or
heaven in attitudes. Therefore, to keep up with your practice you will
have to stay away from this backward running attitudes of the culture.
The fame and the name has got nothing to do with the quality of your
music. The commercial media can create fame but there is no media
who can create an artiste. Those artists who are just for the name will
not last long and they are the people who come out like monsoon frogs
and vanish when the sun rises.

As a negative aspect laying during late night can however effect
badly on your health therefore don’t forget that you haven’t taken your
lunch or dinner in time. Go for it but don’t take heavy meals which
might pull your back to be lethargic.
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