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Reference to their Compositions.
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Abstract

The most Basic form of Sound is “Acoustic Sound” that is the result of Vibrations
propagating through Air or other mediums. These vibrations strike our eardrums
and we can hear that sound. Acoustics is the science that studies how sound is
made, travels, and is heard in the real world. This study includes things like
frequency, loudness etc and how sound waves behave in different environments.
Studying acoustics helps in designing studios. In the electronic domain, sound is
represented as continuous electrical signals that directly correspond to the original
sound waves. When a sound is captured, such as by a microphone, the vibrations of
air pressure are converted into an electrical signal that mirrors the shape and
frequency of the original sound wave. Electronic sound retains the smooth,
uninterrupted nature of the original audio, preserving the full range of frequencies
and details. Studying Electronic domain helps in Preserving Audio Quality and
understanding Historical and Technological Relevance. The study of Digital domains
came into existence with the rise of computer and digital technology. Whereas
analogue sound which is continuous, digital sound is stored in the form of binary
data, which allows users to manipulate the sound waves and create music with great
accuracy. Sound is converted from analogue to digital form using processes like ADC
(analog-to-digital conversion) which is easy to store, edit and share. Nowadays,
digital sound has become the most widely used format, particularly in music
production and distribution, because of its versatility and software manipulation
potential. Digital technologies DAWs (Digital Audio Workstations) MIDI (Musical
Instrument Digital Interface) etc, have greatly changed how we access and enjoy
sound.

Contents

1. Origin and Development of Dhrupad 2. The Dhrupad Tradition 3. The Dhrupad
Tradition of Darbhanga 4. The Dhrupad Tradition of Bettiah 5. The Dhrupad
Composition of Darbhanga Dhrupad Tradition 6. Comparision of Darbhanga And
Bettiah Dhrupad Traditions 7. Interview, Conclusion, Bibliography, Appendix.

e (e 959)
feeeh Tt & TaeT e eI 3EATE AP IEAG W FT ARG Folid & e |

fefateR : W. ST AT
Th 28732



03.

365

This thesis presents a comprehensive study of Padma Shri Ustad Shafaat Ahmed
Khan, the eminent tabla maestro of the Delhi Gharana, and his significant
contribution to Indian music. Ustad Shafaat Ahmed Khan was not only a brilliant
performer but also a devoted teacher and a key preserver of the Indian rhythmic
tradition. The research explores his life, musical training, unique playing style,
teaching legacy, and his role in promoting and enriching the Delhi Gharana tradition.
Placed within the context of contemporary Indian classical music, this study aims to
highlight his enduring impact on the art of tabla and its cultural heritage.
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NUSRAT

Contribution of Pandit Bhajan Sopori to Indian Music with Special Reference to
Kashmir.

Supervisor: Dr. Surendra Nath Singh

Th 28813

Abstract

This research explores the life, music, and legacy of Pandit Bhajan Sopori, a legendary
Santoor maestro, composer, and visionary who reshaped the cultural and musical
identity of Kashmir. Through an analytical and interpretive study of his artistic
journey, compositions, innovations, and mentorship, the thesis examines his role as a
performer, composer, guru, reformer, and cultural ambassador who bridged the
traditional and the contemporary. The study highlights how, from his early childhood
performances to his mature years, Pandit Sopori pioneered a musical renaissance in
Kashmir, integrating classical, folk, and Sufi idioms into a unified musical expression.
His creative genius transformed the Santoor from a regional Sufi instrument into a
recognized solo instrument of Indian classical music, through innovations such as the
development of the Sopori Baaj, introduction of Dhrupad Ang, and expansion of its
tonal and rhythmic dimensions. Equally significant was his role in empowering women
in Kashmiri music, offering a dignified platform to female artists at a time when
societal attitudes were restrictive. By nurturing and collaborating with stalwarts like
Shameema Dev Azad, Kailash Mehra, and Sushma Dutta, he challenged gender norms
and inspired a generation of women to pursue music with confidence and respect. As
a guru and cultural reformer, Pandit Sopori founded SaMaPa (Sopori Academy of
Music and Performing Arts), creating opportunities for young musicians and
promoting cultural dialogue across India. His compositions for All India Radio, along
with his orchestral, devotional, and fusion works, embody his vision of music as a tool
for peace, national integration, and spiritual elevation. The findings establish that
Pandit Bhajan Sopori was not only a pioneering musician but also a philosopher of
sound, whose art transcended boundaries of genre, region, and religion. His enduring
contributions—technical, aesthetic, and humanitarian—have left an indelible imprint
on Indian music and culture. In essence, this study reaffirms that Pandit Bhajan
Sopori’s life represents the harmony of tradition and innovation, art and compassion,
and individual brilliance devoted to the collective upliftment of society through the
eternal language of music.

Contents

1. Historical Background of Kashmir 2. The Traditional Music of Kashmir 3. Origin
of Santoor in Kashmir 4. Origin and Lineage of Sopori Gharana 5. Life Sketch of
Pandit Bhajan Sopori 6. Compositions and Ragas of Pandit Bhajan Sopori 7. A True
Guru and Interviews. Conclusion, Bibliography, Appendix.

PURASKAR NIRWAN
A Comparative study of Hindustani Notation System of Pt.V.N. Bhatkhande and
Western Notation System

Supervisor: Prof. Gurinder Harnam Singh
Th 28405

Abstract
Music, a universal and timeless form of human expression, has shaped cultures,

societies, and civilizations. It connects emotional, intellectual, and spiritual
dimensions, making it integral to human existence. The evolution, preservation, and
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dissemination of musical traditions rely heavily on structured notation systems,
which document, communicate, and advance musical heritage. This research
explores the Hindustani and Western music notation systems, analyzing their
historical development, transformation, and contemporary relevance. Hindustani
music traces its roots to the Vedic period, with oral transmission (guru-shishya
parampara) as the primary means of preservation. This approach fostered
improvisation and deep personal mentorship but lacked standardization. The
introduction of formal notation by Pt. Vishnu Narayan Bhatkhande and Pt. Vishnu
Digambar Paluskar in the 20th century revolutionized Hindustani music education.
Pt. Bhatkhande’s classification of ragas into thaats and Pt. Paluskar’s efforts in
institutionalizing music education played a pivotal role in its documentation and
accessibility. While Hindustani notation retains flexibility for improvisation, it faces
challenges in capturing intricate rhythmic nuances. Western music notation, rooted
in ancient Greek theories, evolved significantly from neumes in medieval times to the
staff notation introduced by Guido d’Arezzo. Innovations by composers like Bach,
Beethoven, and Mozart further refined the system, enabling the precise
documentation of harmony, rhythm, and dynamics. Western notation ensures
musical compositions remain accessible across centuries but struggles to
accommodate microtonal variations and spontaneous improvisation. Comparing
these systems highlights their distinct strengths and cultural influences. Hindustani
notation emphasizes melodic fluidity, while Western notation prioritizes precision.
Emerging hybrid approaches attempt to bridge these differences, fostering cross-
cultural collaboration. This study underscores the role of notation in preserving
music traditions while evolving to meet contemporary challenges, ensuring music
remains a dynamic and universal language.

Contents

1. Hindustani Music Notation System 2. Western Music Notation System 3.
Hindustani And Western Musical Notations 4. Data Analysis And Discussion 5.
Conclusion.

PANDE (Madhulika)

Concept of Sankeerna Ragas in Hindustani Classical Music: An Analytical Study.
Supervisors: Prof. Alka Nagpal & Prof. Anupam Mahajan

Th 28405

Abstract

Hindustani classical music, with its deep historical roots and expansive aesthetic
philosophy, is fundamentally structured around the raga system. Ragas serve not
only as melodic frameworks but also as emotive and expressive entities that define
the very character of the music. Over time, the system has evolved with remarkable
depth and nuance, continuously shaped by cultural influences and artistic
innovations. Within this rich tapestry, the concept of Sankeerna ragas holds
particular significance. A Sankeerna raga—also referred to as a mixed or compound
raga—is the result of a creative synthesis of two or more distinct ragas. Unlike a
mere alternation of melodic elements, these ragas represent a cohesive musical
identity formed through a sensitive interweaving of multiple melodic structures. The
study of such ragas demands not only an understanding of their technical formation
but also an appreciation of their aesthetic and emotional impact. Sankeerna is not
an isolated term; it appears across various dimensions in Hindustani music,
including rhythm (sankeerna taal), melodic movement (sankeerna sthayi), and
composition forms (sankeerna taan), highlighting a larger pattern of creative
convergence. This research, titled “Concept of Sankeerna Ragas in Hindustani



10.

370

Classical Music: An Analytical Study”, aims to explore these complex forms in depth.
It investigates how Sankeerna ragas have developed, how they are composed and
rendered, and how they continue to be innovated by contemporary musicians. The
study also examines the theoretical and practical distinctions between terms like jod,
mishra, and sankeerna, focusing on how these concepts have been interpreted from
ancient treatises to modern performances.

Contents

1. Raga: Origin and Development 2. Classification of Ragas 3. Sankeerna Ragas:
Etymology 4. Analysis of Combination of Two Ragas 5. Analysis of Combination of
More Than. Conclusion. Bibliography. Appendix
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Analytical Study of the Ragas Having Different Versions in Hindustani Music
Supervisor: Prof. Ojesh Pratap Singh

Th 28730

Abstract

Hindustani Music is known to be one of the oldest forms of music which represents
the richness of Indian tradition, and raga is known to be the sole constituent through
which it is presented. A raga in general is a pre-defined melodic structure comprising
of a prescribed ascending and descending order of notes which sounds pleasing to the
listeners. Numerous ragas have been established since the evolution of raga music,
which have been firmly based on the music systems provided by various scholars,
musicians and musicologists over time as contributions for the development of
Hindustani Music. These ragas (scales) have a disciplined structure containing of a
strict set of notes and a specific way of their movement (chalan). The representation of
these ragas have been the same over the years by keeping the original prescribed
scales intact in them. However, because of being an art form, the slightest chance of
an alteration or a variation in a prescribed scale finds a place through the artists
representing it, which thus results into the emergence of the different versions in
ragas. Gharana tradition plays a vital role in the emergence of such versions, as
vocalists evidently keep the different singing styles present in a pre-existing raga
based on the Guru-shishya tradition that they follow. Raganga system and the in-take
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of the different variants of swara and swara combinations become important aspects
in the emergence of such different versions in certain ragas. It is evident to have
different versions of ragas because of the possibilities of raga music as a practical art
form, followed by the different perception and the understanding of a raga by every
individual, which thus leads one to render a raga accordingly.

Contents

1. Essence of Raga In Hindustani Music 2. Emergence of Different Versions In Ragas
3. RAgas Having Different Versions 4. Compositions in Ragas Having Different
Versions. Conclusion. Bibliography.

BHATTACHARYA (Anshuman)

Elements of Indian Classical Music in the Composition of Music Director
Khayyam

Supervisor: Alka Nagpal

Th 28731

Abstract

Mohammad Zahur Khayyam is a music director whose songs I have grown up
listening to from my parents. His work is a beautiful bridge that connects and blends
the intricacies of Indian Classical music into the more emotional immediacy of Film
Music. By the time [ started learning music, his songs caught my attention every
time I heard any of his song, for the melodious composition, the use of classical
music in it and particularly a very catchy style of compositions, which later I found
out was the combination of Indian classical and minimal instruments, and famously
known as the Khayyam style. The present study, titled - "The elements of Indian
Classical Music in tha compositions of Music Director Khayyam” aims to understand
the relationship between Indian classical music and Khayyam’s composition and
how he has helped in maintaining the balanced traditional and modern. The First
Chapter “The origin and Development of Indian Classical Music and Film Music” The
2nd Chapter “Biography of Khayyam” The third chapter “The Elements of Indian
Classical Music” The fourth chapter “Interviews and notations of Few Songs”

Content

1. The Origin and Development of Indian classical music and Film music 2.
Biography of Khayyam 3. Elements of Indian Classical Music 4. Interviews and
Notations of Few Songs. Conclusion. Appendix. Bibliography.

BRAHMANSHI SHEKHAR

The Influence of Shringara Rasa in Khayal Compositions.
Supervisor: Prof. Shailender Kumar Goswami

Th 28811

Abstract

This dissertation examines the profound influence of Srngara Rasa, the “king” of
rasas, on Khayal compositions in Hindustani classical music. Tracing its theoretical
roots to Bharata’s Natyasastra, where the systematic relationship between bhava
(emotion) and rasa (aesthetic experience) is first articulated, the study explores how
Srigara has shaped Indian poetry, drama, visual arts, and, crucially, musical
traditions. The thesis investigates the bifurcation of Srngara into Sambhoga (love in
union) and Vipralambha (love in separation), as reflected in the Ashta-Nayika (eight



14.

15.

373

heroines) typology, and its manifestation in both literary and musical forms.
Through an interdisciplinary methodology combining textual analysis, historical
research, and in-depth interviews with musicians and scholars, the work details how
Khayal bandishes employ emotive prose, metaphor, and regional linguistic diversity
to evoke Srngara. The study also situates Khayal within broader developments,
including the evolution of the Raga-Ragini system and the extra-musical
classification of dramatic and poetic themes. The research is structured in four
chapters: the foundations of Rasa theory and Srngara, the role of Sragara in
Dhrupad, the interpretation of Srngara in Khayal compositions, and a musical
analysis of Sringara kavya. By presenting a comprehensive list of over 1500 Sragara-
centric bandishes, the dissertation offers an invaluable reference for further
musicological study. Ultimately, the thesis demonstrates that Sragara Rasa is
indispensable to the aesthetic and expressive richness of Khayal, shaping its poetic
imagination, musical structure, and cultural resonance.

Contents

1. Introduction to Shringara Rasa 2. Shringara Rasa Kavya in Dhrupad 3.
Shringara Rasa in Khayal Compositions 4. Shringara Kavya and its Musical Analysis.
Conclusion. Bibliography.
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