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Report for Tagore Research Scholarship 2013-14 

Role of Contemporary Music in Modern Indian Theatre 

Background 

India’s varied terrain comprises mountains in the north, plains and plateaus in the centre 

and then the sea to its west, south and east. Although every district, area and locality within 

the sub-continent encompassing tiny hamlets and villages, small and large towns and cities, 

have their own distinct features that set them apart from the rest, there still is an underlying 

‘Indian-ness’ that binds this humungous impressive diversity. Each region within the twenty-

eight States of India has incalculable, innumerable folk forms that are matchless and 

inimitable in rendition. Each of them have their own history, are born and nurtured in their 

own socio-cultural contexts. They have unique sounds that get their characteristic 

distinction from the geography within which they are born. They therefore, very easily 

become part of a larger cultural canvas.  

While the kind of vegetation and wildlife of a particular region become source for a vast 

variety of musical instruments, intonation and inflection in languages and dialects, their 

characteristic lilts and cadences becomes the base for vocal sound patterns. All these, 

together with the soil and topography of the region whence they spring, become the 

fountainhead for artistic depiction and aesthetic expression. Here emerges space for play 

that paves the path for theatrical expression. Myths, legends and epics recounted; 

contemporary texts, poetry, stories and descriptions told and re-told, interpreted and re-

interpreted are translated into songs, narratives, dances, and postures that lead the 

onlooker into a world beyond immediate reality, into one of fantasy and imagination. 
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Culture, as a combine of not just customs, ritual, attire, food and behaviour patterns, but 

also of the language spoken, songs sung and dances danced, gives a community its life, its 

identity. The multiple panoramic landscapes with which India is identified influences its 

music, linguistic sounds, every aspect of its culture and the very life of its people. There are 

myriad performance forms existing in every region of the country making them repositories 

of an amazing wealth of song, dance, enactment and narration. India’s cultural diversity is, 

therefore, epic. Its geographical variation has given birth to not only myriad worldviews, 

philosophies, cultural beliefs and heritages but has also takes in its fold natural 

environmental sounds weaving thus a colourful tapestry of sound-motifs. Music, therefore, 

plays an important role in everyday life. Stories, myths and legends are enacted through the 

voice, through song and through gesture that speak of the historical aspect of Indian music 

not so well known to the outsider.  

Down the centuries Indian music has won worldwide renown. Where on the one hand it is 

heard and imbibed as a highly evolved form of classical music, it becomes popular 

entertainment on the other. Yet on another level it is an integral and inseparable part of 

religious and ritual celebration, signifying auspiciousness. Not to be overlooked is the fact 

that it is an unending and fathomless treasure of folk and tribal music that has a staggering 

incredible wealth to offer. Birth, death, leisure, pleasure – all these are expressed through 

song and dance. Music becomes a space for rejuvenation after a long day’s work in the field 

or in the forest. It becomes a way of expressing myriads of emotions that often remain a 

part of the subconscious. 

Indian music in any and every form, whatever its regional background and socio-cultural 

context might be, has given it the status of being an independent performing art. Therefore, 
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the geo-cultural diversity of the country makes it difficult to consider theatre music within a 

single frame. The confounding range in regional culture, the miscellany in variety and form 

that its music has, is unending. So vast is this spectrum that it acquires an inimitable 

character. It thus becomes impossible to refer to it as a singular concept of ‘a’ music.   

Music in Theatre and Theatre Music 

With music being a part of daily life in India it is only natural that music also becomes a part 

of the country’s innumerable theatrical genres and forms. Therefore, theatre is a merging of 

song, dance, movement, the spoken word, design and acting. The emotional content or rasa 

of a text is communicated through these as an integrated whole. Music and musical 

interpretation gain importance, transforming into a parallel text.  

Theatre music composed to govern, enhance, or support a theatrical conception, obeys 

different laws than does the music for concert performance. Here music dictates the form in 

which dramatic visual imagery is presented. It governs its development. It becomes an equal 

partner among its principal elements. While in theatre the very sound of the voice 

combined with physical movements of the body creates a composite body language, in a 

music concert the music itself is the sole factor that determines subjective intellectual 

experience. Intonation and inflection in speech-pattern become the source for interpreting 

rhythm and movement with a difference.  

Despite the fact that one quite automatically refers to the Natyashatra1 as also other 

scriptures such as the Sangeet Ratnakara2 and the Brihaddeshi3 among other texts for 

                                                      
1 In his book ‘The Nātyaśāstra’ Adya Rangacharya says that the Nātyaśāstra was probably one of the earliest 

and certainly one of the best treatises on Indian dramaturgy. The authorship traditionally ascribed to Bharata, 

who was considered to be a sage, might be doubted. The original work, the text says in the first of its thirty-six 

chapters, was composed by God Brahma for the celestial immortals ruled by Indra. It says in the last chapter that 

for the terrestrial world, it was (re)-composed or edited by Kohala, Vātsya, Śāṇḍilya and Dattila, mentioned both 

as sons and disciples of Bharata. But according to Adya Rangacharya these are only names; nothing more is 
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explaining musical terms, one has to remember that the actual music of those times is not 

know. Although one might have successfully documented, analysed, defined and re-defined 

terminology found in these scriptures, one needs to remember that one does not know 

what the music of those times must have sounded like. That music, therefore, remains to be 

speculative.  

If sangeet is a combined merging of singing, instrumental music and movement, then a 

theatrical performance is closest to it. This could very easily be compared to the western 

concept of ‘Musical Theatre’ or ‘Musical’, a form of theatrical performance that combines 

spoken dialogue with song, acting and dance. The ‘Musical’, as a basic structure, is the 

interweaving of words as in a text, music, movement and technical aspects forming an 

integrated whole. It might be distinguished from forms such as opera and dance through the 

equal importance it gives to music as compared with the dialogue, movement and other 

elements. The music and the lyrics together form the score of the Musical. It is the creative 

team composed of the director of the play, music director, choreographer and orchestrator 

that influences the interpretation of a Musical and how it could or should be presented. A 

musical’s production is also creatively characterized by technical aspects such as set design, 

costumes and stage-properties, lighting and sound. These might or might not change from 

the original production the succeeding productions. 

                                                                                                                                                                     
known about them (Munshiram Manoharlal Publishers Pvt. Ltd. Delhi, 2010: xvii). While the authorship of the 

treatise remains to be a debate, the date of its composition too remains doubtful. Kapila Vatsyayan in her book 

‘Bharata The Nātyaśāstra’ says that there is a broad consensus amongst scholars that the date of the 

Nātyaśāstra’s composition is somewhere between 2nd century BC and 2nd century AD (Sahitya Akademi, Delhi, 

2003:28).  

2The Sangita Ratnākara of Śarṇgadeva (1210–1247) is one of the definitive texts on Indian musicology referred 

to in both Hindustani and Carnatic systems. The text, also known as Saptādhyāyi, gets its name from the fact 

that it is divided into seven adhyāyas or chapters viz. the swarādhyāya, rāgavivekādhyāya, prakirnakādhyāya, 

prabandhādhyāya, tālādhyāya and the vādyādhyāya that deal with music and musical instruments, and finally 

the nartanādhyāya deals with dance (https://en.wikipedia.org/wiki/Sangita_Ratnakara).  

3 The Bṛihaddeśī is a classical Sanskrit text on Indian classical music dated ca. 6th to 8th century attributed to 

Matanga Muni, is believed to be the first text that directly deals with raga and distinguishes the marga from the 

desi (https://en.wikipedia.org/wiki/Brihaddeshi).  

https://en.wikipedia.org/wiki/Sangita_Ratnakara
https://en.wikipedia.org/wiki/Brihaddeshi
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There is, however, a difference that sets this kind of a ‘Musical’ apart from what one 

experiences in the Indian context. One has to acknowledge the many kinds of theatrical 

forms and ways of performing them in a country such as India abounding in regional 

cultures. While in the west the bent of mind has, more often than not, been towards the 

written, it has not been so in India where for centuries, the emphasis has been to learn and 

document through an oral system and practice, referred to commonly as the maukhik 

parampara. As a result the term ‘Musical’ from the Indian perspective has different 

implications. Its musical aspect comes from regional theatre practices from across the 

country, where the difference between song and dialogue becomes nearly invisible. Then 

there is at once the western concept where there is a marked distinction between spoken 

dialogue and song. It for this reason is a merging of different thought processes. What in the 

European context is defined as a ‘Musical’, where there is a marked distinction between 

spoken dialogue and song, in the Indian context it becomes a merging of song, speech and 

movement. While on the one hand there is the ‘Musical’ in almost every region, it is 

necessary to understand that the concept and treatment of the very music in a ‘Musical’ 

differs vastly owing to cultural diversity. Songs within innumerable cultural backgrounds are 

so many that the concept of the ‘musical’ also dons many hues and colours. Although the 

term might originally have been borrowed from the West, it has, over the years, acquired a 

distinct Indian flavour. 

A form such as the kathagayaki might as a basic structure be a fusing of song, narration and 

movement common across the country, however, its rendering differs from region to 

region, from culture to culture, from sub-culture to sub-culture. The Maach, Nautanki and 

Naacha are musical forms distinct from the kathagayaki. While the musical is a full-length 

play, kathagayaki is the musical rendering of a story interwoven with narration, recitation 
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and physical movement in the form of just a few steps or steps of a dance. Then, going 

further, the musical or a particular form of the kathagayaki is adopted and adapted 

according to the requirement of the theatre director. It also becomes very easy to 

appropriate a form or style, in the sense that the form adapted and adopted is something 

created by the director. What is created by the director is on the one hand a recreation of 

what already exists, but on the other hand it is an appropriation or ‘mis’-appropriation of a 

form because rarely does one acknowledge the fact that an entire style of a particular 

theatre director rests on existing regional ‘Musicals’. 

In the Indian context identifying broad categories to classify theatrical genres based on the 

kind of music used becomes difficult. The vast canvas that portrays the present-day theatre 

in India incorporates myriad forms, countless structures and incredible stories and 

narratives, and unimaginable ways of telling them. There is the tribal, the rural, the semi-

rural, the semi-urban and the urban. While each might be distinct from the other in its own 

way, there is a grey zone between all these social divisions which become flexible enough to 

accommodate both aspects. Juxtaposed to all these are the slick commercial theatre 

productions that one witnesses in the metropolises go hand in hand with the present-day 

‘mall’ culture. Then, there is, on the one hand, strict adherence to tradition, convention, 

belief and the multifaceted, all-inclusive, wide-ranging and comprehensive concept of 

parampara. On the other, there is space for all this to be broken down in order for it to be 

re-built, re-constructed. Therefore, while there might be a musically very rich and complete 

theatre form such as the Nautanki, it might become the base for creating an altogether 

different medium to interpret text. While, there is, on the one hand, strict adherence to 

tradition, convention, belief and the multifaceted, all-inclusive, wide-ranging and 

comprehensive concept of parampara, there is space for all this to be broken down in order 
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for it to be re-built, re-constructed. Therefore, while there might be a musically very rich 

and complete theatre form such as the Nautanki, it might become the base for creating an 

altogether different medium to interpret text. If text ‘A’ is in the Nautanki form and text ‘B’ 

is an offshoot or a re-working of the Nautanki form in text ‘A’, then text ‘B’ would still be 

musical, despite it having its own character. Now, within a play that basically might not be 

musical, if the director decides to bring in a musical piece that finds its root in Bollywood 

film music, how would one categorise the play? Further, if the text, in the absence of any 

musical accompaniment, becomes material for the voice to play with, and if the text gets 

expanded through the voice, how would one describe the outcome? After all, vocal 

expansion and extension of a word articulated turns musical. 

Vocal sounds draw the graph that linguistic expression creates in a play. This very easily 

becomes the base for its music. Music within the frame of a play might be expressed as 

Music in Theatre and not as Theatre Music. While Music in Theatre refers to the musical 

content within a play, Theatre Music becomes a platform for music to be given a new 

interpretation. 

There are innumerable ways of considering music as part of dramatic presentation. Here 

songs and dances are fully integrated into a well-knit story that evokes genuine emotions. 

The need for a multi-layered analysis arises. Just as a play’s music could be considered as 

melody at its most basic, it also becomes indicative of something as abstract as emotion. It 

acquires a vehicular character that takes the story forward. It becomes vehicular also 

because it becomes the medium through which thought is conveyed. A play’s music 

becomes symbolic in its depiction of characters and illustration of situations. It becomes a 

clue for what the audience should expect to witness in the next few minutes. The music, 

therefore, refers to the story, character development and also to the dialogue and the lyrics 
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together, creating moments of dramatic intensity. It is well known that when the emotion 

becomes too strong for speech one sings, and when it becomes too strong for song, one 

dances. The song is crafted to suit the character or characters and their situation within the 

story. 

In the Indian context theatre music might refer to a wide range of vocal and non-vocal 

sounds, rhythmic and non-rhythmic sound patterns, tunes and melodies that come under 

the huge umbrella of music. Individual and choral singing as also instrumental music 

enhance mood in theatrical presentation. Added to this is the individual brilliance of using 

words as structures that become the base for sound patterns. If one were to consider music 

to be a play’s parallel text, then the duration of this music would need to be as long as the 

play; it would have to match the emotional graph that steers the movement of the play; and 

it would have to intertwine with its tempo veiled in rhythmic structures that sentences, 

phrases, words and syllables in the text create. This would require a re-interpretation of the 

very concept of music. This is important because ‘music’ per se in the western context, 

covers its vocal and instrumental aspects. In the Indian context, ‘music’ means sangeet, 

which covers the added aspect of movement. In this sense sangeet is different from ‘music’ 

and also seems more complete. The sense of completeness lies in the fact that movement 

really becomes a steering force that leads a melody forward. The melody might be vocal or 

executed through an instrument. The sound of the instrument could be external such as the 

striking of two surfaces or any automated technical sound; or could be created through the 

human body such as the clapping of both hands or the stamping of feet, which would then 

be considered as being partly external. In all three cases vis-à-vis the vocal, the external and 

the partly external, there is movement. There are two movements. Irrespective of whether 

it is the movement of breath in creating vocal sound or the movement of the hands to 
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create a clap or one of the feet to bring about the sound of a stamp, the physical movement 

of the body is evident. What is not physically evident is the inner movement of the mind, of 

thought and of the very rhythm that creates and sustains life. And yet this very movement is 

probably more complete than the manifestation of any physical act, since such 

manifestation in reality mirrors the unseen movement within. 

Considering the huge corpus of writings that has emerged to interpret and re-interpret 

classical Indian music as conceived within the references of the Natyashastra, it is quite 

ironic that interpretations defining, understanding and explaining music have got limited 

within the classical frame. And this is probably the reason why the entire concept of 

‘Theatre Music’ in the Indian context has gone unnoticed. Incongruous as this seems, it 

becomes even worse when one realizes that the musical hypotheses, speculations and 

premises given in the Natyashastra must have at some point been a part of theatre. Then 

what is it that these interpretations and re-interpretations of its music rarely became part of 

present-day theatre practice? 

What also is quite amazing is that despite having the documented theory of music as 

evident in the scriptures of Indian music, there is an enormous gap in its theory and praxis. 

The praxis of music is one aspect that has gone undocumented down the centuries. 

Therefore, one does not know how music was treated in theatre during the Natyshastra era. 

Practical demonstration in the present setting of those theoretical references could only be 

speculative, since that music has not been heard. Although one might successfully write 

about performance or how music played a role – dominant or otherwise – in many genres of 

theatre, we really have very little knowledge of how music within a play was really treated. 

In the context of performance genres in the folk, knowledge of the art is handed down from 

one generation to the next through participation and by word of mouth. Here again, natural 
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changes in the environment and socio-political strife resulting in instability, influence an art 

form… and most of all its music. There must, however, definitely be a sense of riyaz or 

practice that has kept countless art forms alive. 

Analysing Theatre Music  

It is impossible to retrieve oral documentation lost with the passing of time. This becomes a 

pertinent reason to understand how theatre directors consider and conceive music to use it 

as an integral part of theatre production. It is, therefore, significant to track the journey they 

undertake to find source material to create this music. Of course, one facet integral to every 

form of music is notating it, which is a basic procedure for documenting the sound of a 

particular melody. One could naturally record it through a mobile phone. While in the 

former there is a great amount of mental involvement, the latter is a mechanical act. It is of 

importance as long as it remains in the mind. Once it loses immediate relevance it will at the 

most become part of a collection of recordings. Trans-scripting music requires an analytical 

mind, constant questioning and an urge to look for findings.  

The question that arises is whether it would be possible to explain natya or rang sangeet. In 

what way is it different from other music? How far has it been documented? If it has been 

documented, then is there a kind of codification that has been used to analyze it? What has 

its journey been from the pre- to post-Independence period? 

Theatre allows music to be interpreted in many ways. On stage in the performance area, 

speech becomes music and a song becomes speech conveying thought. Considering speech 

as dialogue delivery is a gross oversimplification of an entire thought process. Speech on a 

purely acoustic or aural level has so many colors, different shades and hues that just a 

change in inflection or intonation could change the entire meaning of a single word or a 

single sound. Therefore, in order to be able to understand the fine nuances inherent within 
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sounds it would make a lot of sense to consider classical music as a take-off point for 

expanding the musical canvas of a theatre production. This would be possible only if the 

basic classical music training is taken further from where it stands today. If this is done then 

the possibility of interpreting sound musically might increase. 

For the voice to become the medium to render theatre music, the musical canvas of and in 

theatre must be expanded. This becomes possible only if the music training in the classical 

sense is taken further from where it stands at present. This would make it possible to bring 

linguistic, environmental, incidental, mechanical and natural sounds out of their own 

contexts to make them a part of the structure of a play. Terminology used strictly for 

performance practices in the classical arts would need to be re-analyzed, re-interpreted and 

therefore redefined. 

In theatre songs and dances are fully integrated into a well-knit story, for which a multi-

layered analysis arises. Just as a play’s music could be considered as melody at its most 

basic, it also becomes indicative of something as abstract as emotion. It acquires a vehicular 

character that takes the story forward. It becomes vehicular also because it becomes the 

medium through which thought is conveyed. A play’s music becomes symbolic in its 

depiction of characters and illustration of situations. It becomes a clue for what the 

audience should expect to witness in the next few minutes. The music, therefore, refers to 

the story, character development and also to the dialogue and the lyrics together, creating 

moments of dramatic intensity. It is well known that when the emotion becomes too strong 

for speech one sings, and when it becomes too strong for song, one dances. The song is 

crafted to suit the character or characters and their situation within the story. 

The wide range of vocal and non-vocal sounds, rhythmic and non-rhythmic sound patterns, 

tunes and melodies that make a commendable part of theatre in India; individual and choral 
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singing as also instrumental music; and individual brilliance of creating structures that 

become the base for sound patterns make a play’s parallel text that matches the emotional 

graph that steers the movement of the play. It becomes part of the tempo veiled in 

rhythmic structures that sentences, phrases, words and syllables in the text create.  

The canvas called theatre music is made up of all kinds of sound patterns, regional, 

commercial and classical music, as well as natural sounds that one hears around us. 

Although it has its own independent identity, its own characteristics, segregating it from 

other forms music as also other performance forms it has till now been difficult to give the 

status of a single unique genre. The reason for this is the fact that theatre music itself is an 

amalgam of diverse forms. Speech becomes song, prose acquires cadence of verse, words 

combined turn into sound patterns, physical movement takes forward a tune, melody 

becomes vehicular and gesture has its own music. How does one then define music? Would 

it not be necessary to re-interpret music within the context of theatrical performance?  

For theatre music to gain an independent identity, what becomes pre-requisite is to not 

only re-interpret music within the theatre frame but also to methods of music training. It is 

necessary to re-interpret sangeet. Re-interpreting it would mean to consider gayan, vadan 

and nritya as different units or aspects of a single movement or gesture. Although these 

might be three different components, combined, they create a single composite act.  

For Theatre Music to be accepted as a distinct musical genre, it is imperative to consider it in 

the same way. This would mean being able to codify it, explain the origin of the music used 

in a play, go to its source and analyse the sociology that lies at the base of this kind of music.  

If this were to become a requirement for Theatre Music as it is in Indian classical music, then 

a theatre director, music director or in fact the very actor him or herself would need to 

understand the importance of music. It would then be possible to answer the question 
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whether theatre music is the music used within the precincts of a theatrical performance; 

whether it is only in the singing; or whether it is in the intensifying of emotions through an 

instrumental piece? Is it in the music used as an interlude or is it the sound-patterns made 

by the stamping of feet, the clapping of hands or the clucking of the tongue? Is it in the 

heightened inflexion and intonation used in articulation or is it in the lilt and cadence of 

dialect and language? The sound of a creaking window used in a particular situation or the 

recitation of verse, the rendering of prose or the narrative becomes part of the sound graph 

of a play but is it also a part of theatre music per se? Is it the rhythm in the trot of horse 

hooves or the crackling of leaves – in incidental sounds? The rhythmic expelling of breath 

too, at one point could become musical. Linguistic, environmental and mechanical sounds; 

sounds of nature; all are material for sound-architecture and musical design.  

Vocal sounds in spoken text draw the graph of linguistic expression created in a play. This 

very easily becomes the base for its music. Having said this, there is still reason to believe 

that theatre music has something more to it than just singing and playing of an instrument. 

What has been mentioned till now is still not enough to try and figure out what it is that 

exactly makes theatre Music. Theatre allows music to be interpreted in many ways. On 

stage, in the performance area speech becomes music and a song becomes speech 

conveying thought. A song’s melody becomes vehicular when it becomes the medium to 

communicate something to the audience. Therefore, as mentioned earlier, considering 

speech as dialogue delivery is a gross oversimplification of an entire thought process. Just a 

change in inflexion or intonation could change the entire meaning of a single word or a 

single sound.  

Classical music becomes a take-off point for expanding the musical canvas of a theatre 

production. This is possible because there exists in classical music a ready terminology that 
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has been analysed an re-analysed for centuries. This terminology has mainly been explored 

within the context of classical music and not theatre music. What might now be necessary is 

to again re-interpret this terminology taking it beyond the limit of classical music and 

bringing it within the frame of theatre. For this reason one would have to take further the 

the basic classical music training from where it stands today. If this is done then the 

possibility of interpreting, analysing and applying terminology frozen within the confines of 

classical music could acquire an added dimension.  

Considering the huge corpus of writings that has emerged to interpret and re-interpret 

classical Indian music as conceived within the references of the Natyashastra, it is quite 

ironic that interpretations defining, understanding and explaining music have got limited 

within the classical frame. And this is probably the reason why the entire concept of 

‘Theatre Music’ in the Indian context has gone unnoticed. Incongruous as this seems, it 

becomes even worse when one realises that the musical hypotheses, speculations and 

premises given in the Natyashastra must have at some point been a part of theatre. Then 

what is it that these interpretations and re-interpretations of its music rarely became part of 

present-day theatre practice? 

What also is quite amazing is that despite having the documented theory of music as 

evident in the scriptures of Indian music, there is an enormous gap in its theory and praxis. 

The praxis of music is one aspect that has gone undocumented down the centuries. 

Therefore, one does not know how music was treated in theatre during the Natyshastra era. 

Practical demonstration in the present setting of those theoretical references could only be 

speculative, since that music has not been heard. Although one might successfully write 

about performance or how music played a role – dominant or otherwise – in many genres of 

theatre, we really have very little knowledge of how music within a play was really treated. 
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In the context of performance genres in the folk, knowledge of the art is handed down from 

one generation to the next through participation and by word of mouth. Here again, natural 

changes in the environment and socio-political strife resulting in instability, influence an art 

form… and most of all its music. There must, however, definitely be a sense of riyaz or 

practice that has kept countless art forms alive. 

It is impossible to retrieve oral documentation lost with the passing of time. This also 

becomes a very pertinent reason to understand how a theatre director consider and 

conceive music to use it as an integral part of theatre production. It is, therefore, significant 

to track the journey they undertake to find source material to create this music. Of course, 

one facet integral to every form of music is notating it, which is a basic procedure for 

documenting the sound of a particular melody. One could naturally record it through a 

mobile phone. While in the former there is a great amount of mental involvement, the latter 

is a mechanical act. It is of importance as long as it remains in the mind. Once it loses 

immediate relevance it will at the most become part of a collection of recordings. Trans-

scripting music requires an analytical mind, constant questioning and an urge to look for 

findings.  
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Re-inventing Musical Traditions 

The audio-visual material of musical plays that have been scrutinised thus far has made it 

clear that regional cultures and sub-cultures are so varied that despite there being the 

underlying ‘Indianness’, it is quite difficult to put bring so many different kinds of music 

within a single slot. Thus identifying broad categories to classify theatrical genres based on 

the kind of music used, too becomes difficult. The present-day theatre in India incorporates 

myriad forms, countless structures and incredible stories and narratives, and unimaginable 

ways of telling them. There is the tribal, the rural, the semi-rural, the semi-urban and the 

urban. While each might be distinct from the other in its own way, there is a grey zone 

between all these social divisions which become flexible enough to accommodate both 

aspects.  

There are plays that forces one to re-examine terminology. What is it that becomes music? 

The voice no longer plays the role of singing a song. The song becomes movement. So, 

music is in the movement of the body and the voice. 

When sounds of percussion fill the darkness of an otherwise empty unlit performance 

space, the use of music becomes a presence in this space. Mnemonic and percussive sounds 

play the role to change a scene and locale. Linguistic sounds get extended into recitation 

that has its own music. As the voice takes over text, the play of words with the voice 

describes an entire situation. The process of speech being expanded and turning into 

melody, and in turn the melody transforming into a song and yet the song remaining to be a 

dialogue, is of significance. 

By merging the kathagayaki form into the framework of a theatrical production, intonation, 

inflexion, lilt and cadence are very pronounced. Narration extends into melody. A melody in 
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the form of a sargam might be used to enhance emotion for a particular situation. The 

question that arises is whether there a specific method that might be used to develop the 

coordination between the voice and the body? The question of how music is conceived in 

order to create a dramatic situation becomes more pertinent. How is the voice trained in 

order to portray the internal unseen mind of a character, for instance in Nathbati Anathbat 

uses the voice to create different kinds of laughter to portraying the entire scene of 

Draupadi’s disrobing? 

Again, in Kanhailal’s Draupadi the sound of drumming merges with the sound of stamping 

army boots as the soldiers march. This creates a rhythmic sound pattern. In the same way 

the linguistic sounds superimposed on the percussive sounds of bamboo and wood create 

another kind of sound pattern. The sound of Draupadi calling Dulna in the forest is music. 

The use of Hindi film songs changes the locale from forest area to the more mofussil area. 

When young Draupadi ages and an aged Draupadi appears from behind the curtain, the 

changing movements of the body become a kind of inexplicable music. Music is in the 

change of age. Draupadi’s call fills the space followed by the rhythmic sound of army boots. 

Traditions and conventions that steer the treatment and movement of the voice are veiled 

in the soldiers' uniform. 

The play Inder Sabha directed by Mohan Upreti is a musical in the Indian context. The 

nature of the play is such that vocal musical training becomes prerequisite. This somehow 

gives an impression of there being an ‘old-school’ training, which required the actor to have 

been trained in classical music. The knowledge of basic ragas is necessary to be able to 

execute the compositions of the play. The music is live which, again made it necessary for 

the actor to be able to sing while moving or dancing. How was the actor trained, since 

classical vocal training is rare among actors?  
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Significant Comparisons 

With the aim to understand how theatre music has developed, it would be necessary to 

make a comparative study of the work processes expounded by theatre directors to use 

music in plays. It would be interesting to also see where the roots of theatre music in India 

lie. Although this might take one further back in time, it would be worthwhile to trace the 

trajectory that music in general, and theatre music specifically, has taken over the years. 

Music is probably the only performance form that that can neither be seen nor touched. It 

can be heard. It is experienced. It creates imagery that might be most subjective. Both, 

music and speech are extremely susceptible, vulnerable and therefore ‘exposed’ to changes 

that take place in the social surrounding. It is easily thus influenced by social change. As a 

result, the music that existed during pre-independence is very different from what one 

hears today. The changes that have crept into its rendering during the post independence 

period too have been tremendous. What had taken many centuries to shape has taken just 

sixty to seventy years to transform so unimaginably. 

The change in music mirrors not only the change in its execution or performance, but also in 

the way one conceives it. The frame within which music is considered in the present is huge. 

Its canvas has become nearly all-inclusive, taking within its fold every kind of sound-pattern, 

melody and melodic-structure. It has re-interpreted folk songs and tribal chants. Indian ‘raga 

music’ too has found within it a different dimension. The tentacles of Bollywood have 

proved to be invasive, all-pervasive. Its stretch has most probably reached the last person in 

the farthest village. The question is not whether this is good or bad. This kind of change gets 

covered under the umbrella of development. Development – whether good or bad – 

remains to be ‘development’, a kind of progression in time that creates change whether one 

likes it or not. 
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‘Theatre music’, therefore, becomes music that echoes social change. Since it is said to have 

its roots in primitive ritual and ceremony and has over the years become an integral part of 

theatrical presentation, its functions are varied. It ranges from being the primary reason for 

performance to mere noise, filling a vacuum or triggering the audience’s imagination. It 

carries out multifarious roles that at once narrate the plot, tell a story, sing a song and recite 

a poem; create space for transition and embellish interlude. 

Music that becomes a part of a play has a parallel script. It creates a sound graph. The 

theatre director for that reason is forced to create a kind of sound plan. There is a sound-

scape… sound-architecture. Here music follows rules different from what is prescribed for 

classical, semi-classical or light music. It is different from the conventional music that one 

hears at concerts and mehfils. Since it supports visual imagery within the theatre frame, 

music is equal among the other elements that comprise it. In a concert, music is the sole 

factor that determines intellectual experience subjectively. Contrary to this theatre music is 

related to something other than itself in a number of ways. It could be an enrichment of 

words, an intensification of emotion or a re-creation of circumstantial sound in the form of 

incidental music. In theatre musical emphasis alternates between speech, song and 

movement. One experiences this in the kathagayaki form, in regional theatrical forms such 

as the Maach, Nacha, Nautanki, Terrakuthu, and Jatra to mention but a few. 

Times have changed, and with changing times demands in theatre performance too have 

changed. The bitter truth of there not being enough teachers who train the actor’s voice for 

precision in performance has changed the concept of theatre music within the Indian 

context. The convenience to pre-record music has often trivialized the overall import and 

implication of music within theatre further.  This has made it difficult for actors to sing. The 

aim is not for the actor to become a vocalist, but for him/her to exercise the voice so that it 
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is fit for performance. If the base is not strong enough then composing and musically 

experimenting with the voice becomes difficult. This is one of the reasons among others 

that have been instrumental in bringing about a change in theatre music. 
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Examining Documented Material 

A number of questions arise in examining the plays documented during the Bharat Rang 

Mahotsav from 1999 onwards. 

Every person understands music differently. How would a theatre director describe music? 

How could it be interpreted within the context of the present theatre scenario? If music is 

important for a play then what role does the actor play in that music? Music requires to be 

considered beyond the immediate act of choral or individual singing. Sounds one hears in 

everyday life do very well become a part of music in a play. There are human voices; sounds 

of animals; chirping birds; sound of traffic; and then, there are mechanical sounds such as 

those one hears in a factory. These work as building blocks to create a sound-plan of a play. 

According to BV Karanth a sound-plan is formed of 1) the basic sound of the dialogue in a 

play 2) the interpretation or spelling out ‘sound’ as conceived by the director such as the 

sound of footfall or a slap 3) situational sound as the rustling of leaves and 4) incidental 

sound such as the whistle of passing train. Added to this are also myriad melodies that find 

their origin in tribal, rural, urban, commercial songs; in western musical scores; in classical 

music; in commercial music; the nearly melodious call of the vendor that one hears 

everyday anywhere; and in prayers and invocations one hears as a part of mundane family 

and household routine. Songs sung at weddings and birth ceremonies; lullabies; the ritual 

wailing at death ceremonies; childhood games that sound-patterns, melody, rhyme, rhythm 

and movement knitted together tightly easily become part of a play’s basic sound plan. A 

play therefore, becomes the canvas for designing a soundscape, creating sound 

architecture. 

Now, keeping all this in mind, would it be possible to generalize Theatre Music, defining it, 

or considering it to be single individual generic form? With the kind of cultural canvas that 
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this country has to offer, it is difficult to think of Theatre Music as an independent genre. 

The reason is the unimaginable plethora of performance forms that go beyond boundaries 

of a structured format. The kathagayaki form itself is theatrical. Forms such as the Nautanki, 

Naacha, and Therakoothu to mention but a few are in themselves theatrical forms, 

complete and comprehensive. Their music is complex, lending them independence in form. 

And yet, in these regional musical theatre forms, in which the music becomes synonymous 

to the form itself, changes inadvertently take place when they are removed from their 

immediate social context and performed in a different more urban set-up. Just the simple 

use of the western chord system on the accompanying harmonium while singing songs of 

the Bidesia of Bihar, gives the regional structure of the music an altogether different 

dimension. 

Fida, a play by Neelam Man Singh Chowdhary, has basically three strands of music types 

platted into one. One hears the voices of the naqqals of Punjab, the musical sounds 

conceived by BV Karanth and the classical music of singers like Anil Sharma who have their 

roots in classical Hindustani music but have made their way into theatre. In the same way 

the naqqals who probably belong to one of the mirasi communities of Punjab have brought 

their roots into the present-day contemporary theatre. And then we have the distinct form 

of theatre music by BV Karanth, who has left his mark through his compositions of course, 

but especially in is choral humming of melodies that highlights emotion and creates time 

and space beyond the present. 

The Nacha form, which has its own music, has been interwoven on the one hand with music 

of the Baiga tribal community and with very urban voices on the other in Habib Tanveer’s 

Kamdev ka Apna Vasant Ritu ka Sapna. The urban voices merge with voices of rustic folk, 

giving the Nacha music a different quality. The voices are Chhattisgarhi, but the lyrics and 
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the approach are of an urban mind. Again one sees the three strands that platted together 

like what one hears and witnesses in Neelam Man Singh Chowdhry's Fida. 

There is another aspect to the question of how one might consider Theatre Music. There is a 

distinct difference in stylized and realistic performance of a play. If one were to take into 

account the above material used in the sound plan of a play, then the line that distinguishes 

the realistic from the stylized on the sound-level extremely thin. A play cannot be 

performed without a sound plan. And if the sound-plan becomes the take-off point for 

deeming a play musical or non-musical, than it might be more apt to speak of a ‘musical’ 

play and a ‘nearly’- or ‘almost’- musical play! When one goes through a large corpus of plays 

such as those visually documented during the Bharat Rang Mahotsav, it becomes evident 

that every play creates music. Every play has a sound plan that creates a musical design. For 

instance, the recorded instrumental music with bols or mnemonic sounds such as tinaka 

dhin superimposed on a melody has been used for scene transition by Tripurari Sharma in 

her play Adhe Adhure. Alap has been used to enhance emotion and establish mood. There 

emerges a graph that changes with every situation, in every incident. This change is evident 

in the lilt and cadence of language; the tempo of dialogue delivery; and expression of 

emotion that becomes maneuvering factor for variance in lilt, cadence and tempo.  

Significant Comparisons 

With the aim to understand how theatre music has developed, it would be necessary to 

make a comparative study of the work processes expounded by theatre directors to use 

music in plays. It would be interesting to also see where the roots of theatre music in India 

lie. Although this might take one further back in time, it would be worthwhile to trace the 

trajectory that music in general, and theatre music specifically, has taken over the years. 
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Music is probably the only performance form that that can neither be seen nor touched. It 

can be heard. It is experienced. It creates imagery that might be most subjective. Both, 

music and speech are extremely susceptible, vulnerable and therefore ‘exposed’ to changes 

that take place in the social surrounding. It is easily thus influenced by social change. As a 

result, the music that existed during pre-independence is very different from what one 

hears today. The changes that have crept into its rendering during the post independence 

period too have been tremendous. What had taken many centuries to shape has taken just 

sixty to seventy years to transform so unimaginably. 

The change in music mirrors not only the change in its execution or performance, but also in 

the way one conceives it. The frame within which music is considered in the present is huge. 

Its canvas has become nearly all-inclusive, taking within its fold every kind of sound-pattern, 

melody and melodic-structure. It has re-interpreted folk songs and tribal chants. Indian ‘raga 

music’ too has found within it a different dimension. The tentacles of Bollywood have 

proved to be invasive, all-pervasive. Its stretch has most probably reached the last person in 

the farthest village. The question is not whether this is good or bad. This kind of change gets 

covered under the umbrella of development. Development – whether good or bad – 

remains to be ‘development’, a kind of progression in time that creates change whether one 

likes it or not. 

‘Theatre music’, therefore, becomes music that echoes social change. Since it is said to have 

its roots in primitive ritual and ceremony and has over the years become an integral part of 

theatrical presentation, its functions are varied. It ranges from being the primary reason for 

performance to mere noise, filling a vacuum or triggering the audience’s imagination. It 

carries out multifarious roles that at once narrate the plot, tell a story, sing a song and recite 

a poem; create space for transition and embellish interlude. 
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Music that becomes a part of a play has a parallel script. It creates a sound graph. The 

theatre director for that reason is forced to create a kind of sound plan. There is a sound-

scape… sound-architecture. Here music follows rules different from what is prescribed for 

classical, semi-classical or light music. It is different from the conventional music that one 

hears at concerts and mehfils. Since it supports visual imagery within the theatre frame, 

music is equal among the other elements that comprise it. In a concert, music is the sole 

factor that determines intellectual experience subjectively. Contrary to this theatre music is 

related to something other than itself in a number of ways. It could be an enrichment of 

words, an intensification of emotion or a re-creation of circumstantial sound in the form of 

incidental music. In theatre musical emphasis alternates between speech, song and 

movement. One experiences this in the kathagayaki form, in regional theatrical forms such 

as the Maach, Nacha, Nautanki, Terrakuthu, and Jatra to mention but a few. 

Times have changed, and with changing times demands in theatre performance too have 

changed. The bitter truth of there not being enough teachers who train the actor’s voice for 

precision in performance has changed the concept of theatre music within the Indian 

context. The convenience to pre-record music has often trivialized the overall import and 

implication of music within theatre further.  This has made it difficult for actors to sing. The 

aim is not for the actor to become a vocalist, but for him/her to exercise the voice so that it 

is fit for performance. If the base is not strong enough then composing and musically 

experimenting with the voice becomes difficult. This is one of the reasons among others 

that have been instrumental in bringing about a change in theatre music.  

Drawing from Present Practices 

The question remains. How would one explain Theatre Music? What is it that makes the 

music of a play? Is it the musical instruments used or is the varied use of the voice in 
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speech? Does the music lie or in the body’s movement? Does it spring from rhythm or in 

lyrics? Is it veiled in melody non-melodic sound? Does the actor have a role in the music of 

the play? If yes, then how is the actor prepared for the music of a play? Is there a specific 

way to train the actor’s voice, rhythm and movement as well as the overall understanding of 

music? 

In order to answer questions such as these and many more that will form as sifting material 

continues, it is of consequence to speak with young theatre directors representing different 

vernacular regions across the country. Detailed interviews based on an all-inclusive 

exhaustive questionnaire would be required. A meticulous and comprehensive 

questionnaire would become the starting point for collecting information to re-define and 

review the concept of Music, specifically Theatre Music.  

Work Process  

Bringing Indian music in every form out of its regional socio-cultural context has given it the 

status of being an independent performing art. Its energy has given it an inimitable 

character. 

In theatre it is this very sound of the voice, the intonation and inflection in speech-pattern, 

the use of the body combined with vocal sound patterns that become a composite body 

language.  

Music within the frame of theatre might be expressed as Music in Theatre and not as 

Theatre Music. While Music in Theatre refers to the musical content within a play, Theatre 

Music becomes a platform for new interpretation. 

Since every person understands music differently there are basic questions that often are 

difficult to answer. These include what is music; how is it considered; how is it interpreted; 

how is it treated in theatre; and at the end how is it taught within the frame of theatre? In 
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the present day the trend to use recorded music for productions has become a common 

practice. This has had its repercussions on training the actor’s voice. 

Keeping this in mind, interviews have been taken of those who are in anyway involved in 

Indian theatre. These include actors, theatre directors, musicians, composers, teachers and 

students.  

The aim of the interviews taken has been to answer questions such as whether actors in the 

present theatre scene and if they do, how are they trained vocally. This is important 

because the musical sense of the actor is instrumental in shaping a play’s music. For this 

reason it is also necessary to find out how theatre directors in India view music. There is a 

very definite role that the chorus and the individual play in theatre music today. In the same 

way, tribal, folk and other kinds of indigenous music give a play its definite character. The 

treatment of a play’s music gives it the possibility of becoming stylised or realistic. And it is 

therefore necessary to understand music in general and music used specifically in theatre. It 

becomes very important to interpret music in the present Indian theatre scenario; it is 

necessary to understand what a soundscape is, what sound architecture in theatre  is, what 

builds a sound-graph in a play.  

The interviews taken are making it possible to find out  

 How music has been used in plays  

 How to define theatre music  

 Whether it can be given an independent frame within which it can be analysed  

 How theatre directors treat and use music distinctively  

 Why recorded music such as pan Asian, Western, and Indian, vocal, instrumental 

or even incidental that includes has become common  

 How music has acquired so many different dimensions 



28 
 

Conclusion  

Little, in this sense, has been done on the theatre music front. There are, of course, 

references available of works by stalwarts such as BV Karant, Mohan Upareti, Bhaskar 

Chandavarkar, B. Jayashree and many more. However, such work too seems incomplete, 

since methods and work processes have somehow escaped attention in general study and 

research. It is time to analyze what has been documented. 
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Details of Details of the Plays Examined  

Year Date S. N. Play Language Group Director Playwright 
Adaptation/ 
Translation 

Music Director/ 
Sound Design  

Comments 

1993  28.07 1.  Chandrahasa  Hindi  BV Karanth   BV Karanth Vocal sound patterns are 
important. The sound of crying 
turns into music. It becomes 
the underscore for a song.  

1999 07.04. 2.  Adhe Adhure Hindi NSD Rep Tripurari Sharma Mohan 
Rakesh 

 Piyush Recorded instrumental music 
with bols tinaka dhin 
superimposed on the melody 
has been used for scene 
transition. Alap has been used 
to enhance emotion and 
establish mood.  

 3.  Ghasiram 
Kotwal  

Marathi     Bhaskar 
Chandavarkar  

The invocation to the play is a 
ganesh vandanā. Sounds of 
percussion are associated with 
the play’s characters. Merging 
of percussive sounds into 
rendering of dialogue and vice 
versa highlights tempo and 
cadences in speech. Similarly, 
the merging of the musical 
swara with the swara of 
speech brings out the music in 
speech. The play’s music is a 
fusion of different forms of 
gayaki. Right from the initial 
ganapati invocation to the 
lāvani, and then the qawwāli 
and the tarānā transforming 
into the sound of the 
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shehnaāyi form nātya sangeet. 
Joining all these different 
genres of music is the vocal 
music of the chorus.  

The change of scenes becomes 
space for musical interlude. 
The human curtain sings, 
moves in unison to rhythmic 
dance patterns and also 
remains silent and still. Silence 
after the amalgam of musical 
genres gives time to the 
audience for it to absorb and 
digest the music. The entire 
production mirrors music in a 
conventional yet 
contemporary sense. 

27.03. 4.  Fida  Punjabi  The Company, 
Chandigarh 

Neelam Man 
Singh Chowdhry 

Jean Racine  Surjit Patar  BV Karanth  The play has basically three 
strands of music types platted 
into one. One hears the voices 
of the naqqals of Punjab, the 
sounds of BV Karanth and the 
classical music of 
musicians/singers like Anil 
Sharma who have their roots 
in classical Hindustani music 
but have come into theatre. In 
the same way the naqqals 
who probably belong to one of 
the mirasi communities of 
Punjab have brought their 
roots into the 
modern/contemporary 
theatre. And then we have the 
distinct form of theatre music 
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by Karanth Sa’ab who has left 
his mark through his 
compositions of course, but 
especially in his choral 
humming of melodies that 
highlights emotion and creates 
time and space beyond the 
present.  

31.03 5.  Kamdev ka 
apna Vasant 
Ritu ka Sapna 

Hindi/Chhatti
sgarhi 

Naya 
Theatre, 
Bhopal  

Habib Tanveer  William 
Shakespeare 

Habib 
Tanveer 

Habib Tanveer  The Nacha form which has its 
own music has been 
interwoven on the one hand 
with music of the Baiga tribal 
community and with very 
urban voices on the other. The 
urban voices merged with 
voices of rustic folk, gives the 
Nacha music a different 
dimension. The voices are 
Chhattisgarhi, but the lyrics 
and the approach are of an 
urban mind. Again one sees 
the three strands that platted 
together like what one hears 
and witnesses in Neelam Man 
Singh Chowdhry's ‘Fida’.   
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25.03 6.  Indersabha Hindi  Mohan 
Upreti 

Saijod Ala 
Hassan 
Amanat 
Lakhnavi 
[1848] 

 Mohan 
Upreti 

This is a musical in an absolutely 
Indian sense. The nature of the 
play is such that vocal musical 
training becomes prerequisite. This 
somehow gives an impression of 
there being an ‘old-school’ training 
meaning that the actor required 
training in classical music. The 
knowledge of basic ragas must 
have been necessary. The music is 
live which, again makes it 
necessary for the actor to be able 
to sing while moving or dancing. 
How was the actor trained, since 
classical vocal training is rare 
among actors?  

 7.  Agni aur 
Barkha 

`Hindi NSD Rep Prasanna 
 

 
 

 

 8.  Bidesia Hindi/Bhoj
puri 

Nirman Kala 
Manch, Patna 

Sanjay 
Upadhyay  

Bhikhari 
Thakur 

Sanjay 
Upadhyay 

Sanjay 
Upadhyay 

Since the play itself is based on the 
Bidesia structure, which is a 
musical theatre form in Bihar, its 
music too has the structure of the 
Bidesia. True to his own musical 
perception, Sanjay uses the 
western chord (a common practice 
amongst those who compose 
music for theatre) even as he uses 
the folk form as a take-off point.  

13.04 9.  Raja ka Swang Hindi/ 
Bundeli  

Natbundela, 
Bhopal 

Alakhnandan  Alakhnandan  Alakhnandan  The play takes its structure from 
the Swang popular in the 
Bundelkhand region of Madhya 
Pradesh. It takes inspiration from 
Rahul Sankrityayan’s story as also 
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poems by Muktibodh, Raghuvir 
Sahay and Shrikant Verma.  

 14.04 10.  Basthidevata 
Yadamma 

Telugu  Surabhi, 
Hyderabad  

B. V. Karanth Bertolt 
Brecht’s The 
Good Woman 
of Setzuan  

Uday 
Bhanu 

B.V. Karanth True to Karanthji’s belief and 
concept song turns into dialogue 
and dialogues turns into music. 
Both are extensions of each other. 
Dialogue illustrates the importance 
of lilt and cadence that gives a 
language its unique character. The 
music develops around 
interweaving of speech and 
dialogue with melody.  

2000 14.03 11.  Draupadi  Manipuri   J. Kanhailal 
Heisnam  

Mahashweta 
Devi  

J. Kanhailal 
Heisnam  

Tomba 
Heisnam  

The sound of drumming merges 
with the sound of stamping army 
boots as the soldiers march. This 
creates a rhythmic sound pattern. 
In the same way the linguistic 
sounds superimposed on the 
percussive sounds of bamboo and 
wood create another kind of sound 
pattern. The sound of Draupadi 
calling Dulna in the forest is music. 
The use of Hindi film songs changes 
the locale from forest area to the 
more mofussil area. When young 
Draupadi ages and an aged 
Draupadi appears from behind the 
curtain, the changing movements 
of the body become a kind of 
inexplicable music. Music is in the 
change of age. Draupadi’s call fills 
the space followed by the rhythmic 
sound of army boots.  

The play forces one to re-examine 

https://en.wikipedia.org/wiki/The_Good_Person_of_Szechwan
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terminology. What is it that 
becomes music? The voice no 
longer plays the role of singing a 
song. The song becomes 
movement. So, music is in the 
movement of the body and the 
voice. Traditions and conventions 
that steer the treatment and 
movement of the voice are veiled 
in the soldiers' uniform.  

11.03 12.  Anji  Hindi  Ank Dinesh 
Thakur  

  Vasant 
Gorule 

The music is a blend of recorded 
and live music. The play begins 
with a recorded thumri. The music 
itself becomes a character that 
makes its presence felt in the dark 
emptiness of the stage.  Situational 
sounds such as that of the train is 
brought out through the simple 
playing of the tabla and the 
harmonium as also the mandolin. 
Use has been made ‘Bombay’ film 
songs of the 60s, rendered simply 
on the harmonium.  

 13.  Saraighat  Assamese  Seagull, 
Guwahati  

Baharul Islam  Karuna Deka    Chanting is used as the initial song 
of the play. Dialogue is 
superimposed human wailing. 
Most of the sound-patterns used 
mark exits and entries of actors. 
For instance, the use of spears 
struck against the surface of the 
floor, create rhythmic sounds. This 
becomes a kind of transitional 
music between scenes. 
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 14.  Bawa Jitto  Dogri   Balwant 
Thakur  

  Suresh 
Singh  

The play starts with ritual, ritual 
music and ritual movement. 
Stylized rendition of verse becomes 
dialogue that gradually turns into 
cacophony. The voice is used to 
express inner turmoil. There is an 
interweaving of dialogue with ritual 
chanting. Carefully used silence 
becomes space for the chorus a s a 
single body to create formations. 
Whistling becomes a sound-pattern 
to accompany physical movement 
to cover space. The bodies of the 
chorus in the supine posture with 
raised hands depict crops. The 
underscore of lament and crying 
while singing turn the crops into 
the fire of the pyre.  The kathā 
gāyaki of Bāwā Jitto is rendered by 
two professional kathāgāyaks on 
the sanagi and dhol. There is a 
form of sawal-jawab through 
singing by a chorus of male and 
female singers. The kathā gāyaki 
itself becomes the space and 
background for enactment. One 
sees to different kinds of kathā 
gāyaki merging vis-à-vis that of the 
professional kathāgāyaks and that 
of the chorus.  
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 10.04. 15.  Kedavul 
Peyarai 
Mattrikondar  

Tamil  Kuthu-p-
Pattarai, 
Chennai 

Na. 
Muttuswamy  

Avanthi Meduri  Krishnamu
rthi 

  

27.03 16.  Nathbati 
Anathbat  

Bangla  Pancham 
Vaidic, Kolkata  

Saoli Mitra  Saoli Mitra   Dhiren Das  The play merges the kathagayaki 
into the framework of a theatrical 
production. It takes its inspiration 
from the Pandavani. Therefore, 
intonation, inflexion, lilt and 
cadence are very pronounced. 
Narration extends into melody. 
How has she trained the voice in 
order to create different kinds of 
laughter to portraying the entire 
scene of Draupadi’s disrobing? 
How is the voice trained?  

 08.04 17.  Charandas Chor Chhattisga
rhi  

Naya Theatre 
Bhopal  

Habib 
Tanveer  

Habib Tanveer    The play begins with the music of 
clarinet, harmonium and tabla as 
base of the first song, sung to the 
panthi dance along with the sound 
of the ghunghroos tied to the 
ankles of the dancers and the 
mandar as also the jhaanjh. Habib 
Tanveer’s style of theatre took 
inspiration from the Naacha 
theatre form of Chhattisgarh which 
is a fusing of song, rhythm and 
movement interwoven into a single 
unit. There is an interlacing of 
singing with dialogue and rhythmic 
structures, which are ceated also 
throguht he clapping of hands 
apart from using percussion 
instruments. In one of the scenes 
ghunghroos become a part of 
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costume that covers the torso of 
the performer. The rhythmic 
pattern of the ritual dance in the 
scene is enhanced. The movements 
of the dance become an extension 
of song and speech.  

2001  18.  Karnabharam Sanskrit   KN Panikkar Mahakavi Bhas  KN 
Panikkar  

Sounds of percussion fill the 
darkness of the otherwise empty 
unlit performance space. As the 
actor renders the text, the play of 
words with the voice describes an 
entire situation. The gayaki is 
started by the actor and is then 
joined by the chorus of actors. The 
use of mnemonic sounds 
accompanies Kalari movements. 
Melody becomes the base round 
which text and dialogue develop. 
Dialogue becomes an extension of 
the voice. The voice is taken 
forward by gesture, posture and 
physical movement. The rhythmic 
sound of Parashurama’s steps 
when he walks down the ramp is 
music. Music is conceived in order 
to create a dramatic situation. 

 19.  Gokulanirgama
na 

Kannada  Neenasam, 
Heggadu  

B. V. Karanth  Pu. Thi. 
Narasimhaghan 

 B. V. 
Karanth 

There is a merging of 
improvisational sounds. Dialogues 
are superimposed on humming and 
ālāp. Humming becomes an 
underscore for dialogue. Dialogue 
gets converted into song whereby 
the song becomes one with 
speech. The song also becomes 
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space for the movement of the 
body. There is change and play of 
tempo within a single song. Despite 
the dialogues being in the prose 
form, there is a poetic pattern in 
their rendering. There are 
dialogues that have a rhythmic 
frame and structure. Mnemonic 
sounds have been used as a score 
for dance movements. This is a 
‘musical’ in the strictly Indian 
sense.  

08.03 20.  Sakharam 
Binder 

Hindi  Rajinder Nath Vijay Tendulkar    

 19.03 21.  Ismat Aapa ke 
Naam 

Urdu Motly, 
Mumbai 

Naseeruddin 
Shah 

Ismat Chugtai   The play starts with recorded 
classical vocal music. The play of 
the voice is in the speech that 
counters the recorded musical 
interludes. The recorded music 
becomes space for transition of 
character and scene. The call of the 
muezzin becomes situational or 
circumstantial music. The use of 
the voice in the enactment 
becomes important as a single 
actor enacts a number of 
characters.  

05.04 22.  Qaid-e-Hayat Urdu NSD Repertory 
Company, 
Delhi 

Ram Gopal 
Bajaj 

Surendra 
Verma  

 Mahendra 
Sharma 

The play begins with the recording 
of the azān. The music towards the 
middle of the play as well as in the 
latter part is instrumental. The 
entire cadence and lilt of speech as 
also its very tempo create the 
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play’s musical graph.  

01.04 23.  Raag Darbari Hindi/Mul
ti-lingual 

Manch Art 
Group, Patna  

Vijay Kumar  Shrilal Shukla   Vijay 
Kumar & 
Punj 
Prakash 

The transformation of speech into 
song and then back into speech 
makes the first song of the play. 
The flute that accompanies the 
song is off key. Its playing seems 
instinctive. There is the use of film 
songs. And there is also the use of 
poetry rendered through a single 
voice through chorus and with the 
bare accompaniment of the dholak. 
Again the question arises about the 
kind of training given to actors as 
also the close link between 
performance and training.  

   17.03 24.  Chakravyuh Manipuri Chorus 
Repertory, 
Imphal 

Ratan Thiyam Ratan Thiyam   Sound makes its presence felt 
when the play begins. There is only 
the sound of the gong in different 
notes. This becomes the base for 
recitation for establishing the 
pataka in the purvarang. The music 
emerges fromthe Manipuri style of 
dance, movement and treatment 
of the general body language. 
There is a merging of song, rhythm 
and movement executed by the 
actors on stage. Drumming of the 
khol/pung is very prominent 
merged with dance movements 
becoming a take-off point for song. 
The sound of the voice in darkness 
devoid f any musical 
accompaniment except the gong. 
As the sound of the song continues 
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it becomes the backdrop for 
delivering speech. The speech itself 
has music in its stylization. The 
rhythm of the drums merges with 
speech. Movements of the body 
merge with the sound of the 
drums. There is an easy shift from 
song into speech and from speech 
to dialogue as there is also the 
joining of the chorus’s singing with 
the song of a single voice on 
performing on stage. Percussive 
rhythmic sounds become play the 
role of bridging scenes. The fade-in 
and fade-out of lights between 
scenes that leaves the performance 
area in darkness, is brought alive 
with sounds of drumming or the 
sound of a gong or vocal chanting. 
These sounds lend the play 
continuity.  

2002 20.03 25.  Ai Ladki  Hindi  NSD Rep.  DR Ankur  Krishna Sobti    The play is speech oriented. 
However, variations in lilt, 
cadences, inflection and intonation 
lend the speech a distinctive 
characteristic. In the absence of 
any musical score, the sound of 
speech gets accentuated.  

31.10 26.  Jaan-e-Man Hindi NSD Rep. Waman 
Kendre 

Macchindra 
More 

 Kajal 
Ghosh 

 

2003 12.03 27.  Shab-e-Taar Hindi  NSD II yr 
Students 

Bansi Kaul Maurice 
Maeterlinck 

Bansi Kaul Sanjay 
Upadhyay 

There is the recorded music of the 
azān. The voice of the actor 
becomes very important because 
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the play develops around the blind. 
Each voice seems to play a role. 
The human voice superimposes 
recorded environmental sounds 
such as the waves of the sea, early 
morning sounds, sounds of storm 
and wind. This becomes the basic 
music of the play. The wailing 
crying voice becomes an unseen 
thread that gives speech and 
dialogue continuity.  

 28.  Andhayugam  Telugu/M
alayalam?
?? 

 Ram Gopal 
Bajaj 

 

 

 

Recorded sounds have been used 
to depict situational sounds. The 
play begins with choral singing. The 
singing is weak and so are the 
voices. Is there a need for 
systematic methodology in training 
the actor’s voice and musical sense 
for it to be considered within the 
theatrical frame?  

21.03 29.  Babuji Hindi   B.V. Karanth Mithileshwar  Vibhanshu 
Vaibhav 

B. V. 
Karanth 

A merging of speech, melody in the 
form of ālāp with perceive 
rhythmic patterns create a sound 
graph. The music of the Nautanki 
form is a very important part of 
this sound graph because the 
protagonist is a nautanki 
performer. In this case the 
nautanki music is given a 
contemporary interpretation. Its 
music remains true to the form, 
but at the same time the music of 
the play runs parallel to it. Speech 
extends and turns into song. The 
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actors are trained in singing while 
acting, playing instruments while 
singing and then being able to shift 
from singing into letting the body 
move to the movement of the 
voice. Within  the frame of the 
nautanki form the form of the ālhā 
finds space. Therefore the musical 
graph becomes a blend of a specific 
musical theatre form, kathagayaki 
as well as independent melodic 
structures.  

2004  21.03 30.  Antigone 
Project  

Hindi Vivadi & 
Kuveni Films, 
Delhi  

Anuradha 
Kapoor & Ein 
Lall  

Bertolt Brecht Rajesh 
Tailang 

 The music is recorded. Speech is 
superimposed on the music. The 
music itself is a combine of western 
and Indian classical music sound 
tracks along with the azān and a 
song by Abida Parveen.  

2005 19.01 31.  Andha Yug   Surendra 
Vankhede 

Dharamveer 
Bharti  

  The music is live. The kathagayaki 
has been used to take the story 
forward as is required according to 
the structure of the play. Dialogue 
is interwoven with singing, 
movement, sound of the flute and 
percussion.  

09.01 32.  Madhyam 
Vyayog  

 
Academy of 
Theatre Arts, 
University of 
Mumbai 

Waman 
Kendre  

Mahakavi 
Bhasa 

 Waman 
Kendre  

The use of music as a presence in 
space is evident in the play. The 
process of speech being expanded 
and turning into melody, and in 
turn the melody transforming into 
a song and yet the song remaining 
to be a dialogue, is marked. What is 
also pronounced is the use of the 
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voice as different sound patterns in 
the combat scene between 
Madhyama and Hidimba’s son 
Ghatotkach. Then, Hidimba’s 
desperation in her hunger is 
portrayed through percussive 
sounds combined with just two 
swaras on the flute. The sargam is 
used to enhance emotion between 
Madhyama and Hidimba. Further, 
except for the conversation 
between the nat and the nati, 
there seems to be no or very little 
conversation. The delivery of text is 
extremely slow and stands in stark 
contrast to the movements of the 
body. Is there a specific way of 
training to develop the 
coordination between the voice 
and the body?  

19.01 33.  Agra Bazar  
Hindi  

Naya Theatre, 
Bhopal  

Habib Tanvir  Habib Tanvir   Habib 
Tanvir  

Songs tell stories. The play begins 
with a song about Agra sung by the 
kathagayaks. Speech becomes 
important when it the bazaar is 
depicted. The calls of the vendors 
fused with percussive sounds in the 
background create the play’s initial 
musical graph.  The kathagayaki 
becomes space for transition of 
scene. At a later point as the play 
takes on the shape of congregation 
many cultural hues. Religions and 
beliefs there is on the one hand the 
form of the Kathak dance with its 
music and then there is also the 
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performance of a street acrobat to 
the accompaniment of drumming. 
Along with these performers one 
also witnesses the dance and song 
of the eunuchs. The music of the 
courtesan too is interwoven into 
this musical pattern along with the 
rendering of shāyari. Also is 
depicted the musical rendering of 
singing beggars. There is also the 
hori as part of holi celebration. The 
play portrays the intermingling of 
different colours of cultures and 
sub-cultures as also different social 
strata.  

2006 09.01. 34.  Zulwa  Marathi  Rangpeeth, 
Mumbai 

Waman 
Kendre 

  Waman 
Kendre 

Mnemonic sounds are used for 
change of scene and locale. 
Linguistic sounds get extended into 
recitation that as its own music. 
The gayan mandali is present 
throughout the play. How 
important is it for the actor to be 
able to sing? The question whether 
there is a link between song and 
speech becomes significant.  

07.01 35.  Bikhre Bimb  Hindi  Girish Karnad Girish Karnad   The play is speech oriented. 
Therefore, the nuances of speech 
rendition are extremely important. 
There is space for play in lilt and 
cadence. Intonation and inflection 
have been highlighted.  

2007  18.01 36.  The Hare and 
the Tortoise  

 Adishakti, 
Pondicherry  

Veenapani 
Chawla 

Veenapani 
Chawla  

 Pascal 
Sieger 

There is a constant interaction, a 
give-and-take between the actors 
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and musicians that becomes a part 
of the enactment.  

2008 19.01 37.  Vedhapashya  Academy of 
Theatre Arts, 
University of 
Mumbai  

Waman 
Kendre  

  Amod 
Bhatt & 
Rubi Bhatt  

The use of improvisational musical 
effects creates very basic, simple 
rhythmic patterns.  

 38.          

 39.  Waapasi ke 
Baad  

Hindi  Sambhav  DR Ankur     The use of mechanical and 
incidental or situational sounds is 
common. Speech is extremely 
controlled. The use of tempo in 
speech is very pronounced. 
Emotional expression uses tempo 
of rendering text as a take-off 
point.   

13.08 40.  Madhyam 
Vyayog 

Hindi Department of 
Theatre ans 
Television, 
Punjabi 
University, 
Patiala 

Anjala 
Maharishi 

Bhasa Bharat 
Ratna 
Bhargava 

Ustad 
Majtaba 
Hussain 

The music is live based on classical 
music. The actors do not sing 
along. Environmental sounds are 
created through the synthesizer.  

2010  15.01 41.  Bhor  English, 
Hindi & 
Bengali  

Rangakarmee, 
Kolkata  

Usha Ganguli  Usha Ganguli   The text of the play is mix of three 
languages that creates a tapestry 
of inflections and intonations, lilts 
and cadences. The songs are 
mainly in English, which has hidden 
connotations pointing towards a 
particular mindset that illustrates a 
kind of missionary zeal made 
evident through the kind of music 
used.    
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2011 13.01 42.  Dreams of 
Taleem 

Marathi, 
Hindi and 
English 

Zero Theatre 
Company, 
Mumbai  

Sunil Shanbag Sachin 
Kundalkar 

  The music lies in the different 
speech patterns as also the lilts and 
cadences of three different 
languages. 

14.01 43.  Garbage Project   Harish 
Khanna 

   There is a sound graph developing 
around recorded environmental 
incidental and circumstantial 
sounds. Everyday routine sounds 
like the sound of brushing teeth, 
running water are interlaced with 
mechanical sounds of kitchen 
appliances as also those of vessels 
and splatter of frying in oil. 
Juxtaposed to all these sounds are 
visuals of environmental garbage 
and filth that people just strew all 
over. Then again all the visuals that 
create their own stories combined 
with the sound of difficult 
breathing create a soundscape very 
different from what one would 
consider ‘theatre music’ in the 
simplest sense of the term.  
Laughter in stark contrast to the 
helpless crying of a child with the 
sound of difficult breathing creates 
an extremely disturbing sound 
pattern. However, this kind of a 
music is possible in theatre through 
recorded sound images. The 
sounds turn into violence that 
expands the canvas of interpreting 
the concept of music.  



47 
 

 16.01 44.  Kashmir 
Kashmir 

English  Mohit 
Takalkar 

Ramu 
Ramanathan 

 Saket 
Kanetkar  

Audio-visual sound images play an 
important role in the play. 
Combined with this are dialogue in 
the English interspersed with Hindi 
film songs. Mechanical sounds 
become the basic pattern for 
rendering vocal sound patterns on 
which is superimposed rapping. 
The absence of dialogue in some 
portions becomes space of 
exaggerated body movement and 
gesture. Props become source for 
creating sound patterns and music.  

18.01  45.  Bikhare Bimb Hindi  Padatik, 
Kolkata 

Rajinder 
Nath  

Girish Karnad  Jayanta 
Banerjee 
Kunal 
Padhy 

Inflection, intonation, cadence and 
lilts in speech are the focal point. 
The music is recorded.  

19.01 46.  Chumar 
Pathrangal 

Malayala
m 

School of 
Drama & Fine 
Arts, 
University of 
Calicut, Kerala 

KS 
Rajendran 

Na. Muttuswami S. Sunil Praveen 
Madhusud
anan Renju 
Chandran 

The music is traditional with the 
chenda that accompanies the 
chanting. There is also the sound of 
the tanpura in the background that 
somehow takes on the task of 
lending speech and movement a 
kind of inner continuity. However, 
the chanting itself is weak. Lack of 
voice training is evident. Despite 
this evident lack, speech plays a 
key role. Speech is stylized being 
combined with percussive sound 
patterns and movement. Speech 
here becomes an extension of 
physical movement and body 
language. It becomes 
complementary to sound patterns 
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on the percussion instruments.  

22.01 47.  Chainpur ki 
Dastan 

Hindi  Amitabh 
Shrivastav 

  Lokendra 
Trivedi 

The music is live. It is basically used 
during transition of scene. The 
music is a merging of melody on 
the synthesizer with percussion. 
Some of the melodies are based on 
Hindi film songs of the 70s.  

  48.          

2012 15.01 49.  Priya Bawari  Marathi Rangpeeth, 
Mumbai 

Waman 
Kendre 

Mahakavi Bhasa  Waman 
Kendre  

 

09.01 50.  Gajab Kahani Marathi Aasakta 
Kalamanch, 
Pune 

Mohit 
Takalkar 

Joe Saramog’s 
The Elephant’s 
Journy 

Pradeep 
Vaiddya 

 The music is recorded 
instrumental. The use of the voice 
is at times prominent. The use of 
western music as transition of 
scenes seems incongruous and 
somehow does not suit the 
language being used viz. Marathi.  

11.01 51.  Aadhe Adure Hindi The Prime 
Time Theatre 
Company, 
Mumbai 

Lilette 
Dubey 

Mohan Rakesh   The play begins with recorded 
instrumental music blended with 
vocal alap. Speech plays an 
important role. The music is used 
for transition of scene.  

12.01 52.  Beech Shahar Hindi Alarippu, Delhi Tripurari 
Sharma  

Tripurari Sharma  Kajal 
Ghosh 

The play begins with a banara 
which immediately has the 
contrasting sound of a bouncing 
ball that creates an unusual sound-
pattern. The sound of the bouncing 
ball becomes an accompaniment to 
speech. Bollywood songs become a 
part of the sound graph. Songs are 
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sung by the actors accompanying 
what has been recorded. Melody is 
vehicular since speech is rendered 
through it. Songs go back to 
absolutely conventional melodies 
heard in rural and semi-rural 
regions of the Hindi belt.  

13.01 53.  Chandalika Hindi Rangakarmee, 
Kolkata 

Usha 
Ganguli 

Rabindranath 
Tagore 

Usha 
Ganguli 

Usha 
Ganguli 

 
 

 

The play’s music is an intermingling 
of speech pattern, song and sounds 
of percussion instruments. The use 
of props as a part of the entire 
sound design becomes an 
extension of sound patterns 
created by percussion instruments. 
Songs act as extension of speech in 
the sense that they are devoid of 
instrumental accompaniment. 
Situational or circumstantial 
sounds become the 
accompaniment of the songs. The 
sound of the gong again like in 
Bhor becomes indicative of 
religious belief, in this case 
Buddhist. Patterns on percussion 
are used ostensibly during 
transition of scenes. Chanting 
becomes an extension of speech 
and vice versa.   

16.01 54.  Baghin Meri 
Saathin 

Hindi Natmandal, 
Patna 

Parvez 
Akhtar 

Dario Fo Shahid 
Anwar 

 Speech is rendered through a 
simple melody. Stamping of feet in 
boots become rhythmic patterns. 
The sound graph also contains 
vocal sound patterns.  
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19.01 55.  Avani Handful 
of Dust 

English, 
Bangla & 
Tamil 

Arangham 
Dance 
Theatre, 
Chennai 

Hari 
Krishnan  

Rabindranath 
Tagore  

 Navin Iyer Some of the music is recorded 
combined with the spoken word. 
Mnemonic sounds are combined 
with poetry. Songs are in Bangla 
and Tamil. Poetry extends into 
song, movement of the body into 
mnemonic sound patterns. There is 
a merging of poetry with song, a 
transformation of Bangla into 
Tamil. A bridge gets built between 
language, genres of music and 
styles of rendition.  

2013  11.01 56.  Aalav (The 
Calling)  

Kashmiri  Theatre for 
Kashmir, 
Srinagar  

Arshad 
Mushtaq  

 Arshad 
Mushtaq  

 Dialogue is superimposed over 
recorded sounds of thunder, wind 
and rain.  

15.01 57.  Dakghar Gujarati 
Triveni, 
Vadodara 
(Gujarat) 

PS Chari 
Rabindranath 
Tagore 

Dr. Mahesh 
Champaklal  Ravin & 

Swaral 
Naik  

The music is recorded. The actors 
do not sing along with the recorded 
music. Does recorded music for a 
play become an easy way out from 
training the actor totally?  

18.01 58.  Macbeth Bangla Swapna 
Sandhani, 
Kolkata 

Kaushik 
Sen 

William 
Shakespeare 

Ujjal 
Chattopad
hyay 

Gautam 
Ghosh 

Use is made of recorded 
environmental sounds. The 
instrumental musical interludes too 
are recorded. The singing in the 
English language.  

 59.  Ik See Manto Punjabi Manch-
Rangmanch, 
Amritsar 

Kewal 
Dhaliwal 

Kewal Dhaliwal  Harinder 
Sohal 

The music is liveand is based 
basically on the songs that tell the 
story of Manto. Apart from the 
songs of the story, the alap 
becomes a space for a change on 
scene. Verses from Waris Shah 
become part of the music. Poetry is 
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combined with song.  

09.01 60.  Journey for 
Freedom  

Hindi The Fact Art & 
Cultural 
Society, 
Begusarai 
(Buhar) 

Pravin 
Kumar 
Gunjan 

  Manoj 
Kumar 
Mahto 

The use of the actors’ voice in 
fusing melody with recitation is 
very powerful. The only 
accompaniment is on the dholak. 
There is minimum accompaniment 
on the harmonium. The music 
becomes a parallel text to the 
script. The sound of a wiper being 
used for cleaning the floor 
becomes the basic rhythmic 
pattern for recitation in melody.  
The tap of a walking stick combined 
with the pounding of something in 
a container too become musical 
accompaniment to rendering 
speech. A song transforms into 
crying which again is in tune with 
the basic design of the song. The 
crying turns into expanded 
rendition of verse. The song 
continues as an underlying link. 
There is a constant crossing of 
sounds and sound patterns. Kabir’s 
kauno thagava becomes a take-off 
point for movement of the body 
and enactment. Single words 
become  a source for rhythm. 
Words become an undercurrent for 
rhythmic patterns on which verse is 
superimposed. Breathing is very 
important as it becomes a base for 
rhythmic patterns. Apart from all 
these sound patterns there is also 
recorded music that blends well 
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with live sound.  

2014 08.01 61.  Agnipatha Kannada Natana, 
Mysore 

B. 
Jayashree 

Murali Shringeri & 
Dr. B. Jayashree 

 Dr. B. 
Jayashree 

There is a co-ordination between 
physical movement and movement 
of the voice. Words become base 
for rhythmic structures. There is no 
harmonium accompaniment true 
to B. Jayashree’s style. The 
manjeera and the dugdugi are the 
only accompanying instruments. 
Mnemonic sounds rendered by the 
actor become part of both music 
and movement. The structure of 
the play is based on Gondaligara 
Mela, a folk form of Harappanahalli 
(North Karnataka) combined with 
the Yakshagana form.    

16.01 62.  Dharti Aaba  Nirman Kala 
Manch, Patna 

Sanjay 
Upadhyay 

Hrishikesh Sulabh   The music is part of the enactment. 
There is interweaving of the 
performance form of the Munda 
tribe with very contrasting music. 
The humming and the alap as also 
the initial song has the element of 
harmony and counter notes which 
actually has nothing to do with 
tribal chanting and music of tribal 
communities per se. However, 
theatre permits this kind of 
experiment. This kind of very 
contemporary urban music is 
interwoven with simple three-note 
melody. The movements that some 
of the basic vocabulary from chhau 
dance form are interwoven with 
sons and melody.  
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12.01 63.  Shakespeare 
Manege Banda 

Kannada 
 

Nataraj 
Honnavalli 

Nataraj Huliyar  SR 
Ramakrish
na 

The music is studio recorded. The 
actors sing along with the recorded 
music. The possibility of combining 
the vernacular with a western 
approach makes its presence felt in 
the kind of music that this play 
uses.  

 19.01 64.  Satvashila Rani 
Shanguna 

 Anjanali 
Nashikkar 
Loknatya 
Mandal, 
Maharashtra 

Shambhaji 
Raje Jadhav 

   The performance is a traditional 
Tamasha. 

2015 03.02 65.  Barefoot in 
Atens 

Hindi The Theatre 
Ats Workshop 
(TAW), 
Lucknow 

Raj Bisaria James Maxwell 
Anderson 

Veda 
Rakesh 

Kajal 
Ghosh  

The music becomes a medium to 
highlight emotion. 

 01.02 66.  Tamasha Na 
Hua 

Hindi  Aaj Theatre 
Company, 
Delhi 

Bhanu 
Bharti  

Bhanu Bharati 
(Based on 
Rabindranath 
Tagore’s 
Muktadhara) 

 Govind 
Pande 

The use of recorded music to which 
the actors sing.  

  67.  Mayee Ri Main 
KaaseKahun 

Hindi  Individual 
Production, 
Thane 

Ajay Kumar  Vijaydan Detha   The narration of Vijaydan Detha’s 
short story becomes a canvas for 
kathagayaki. The kathagayaki is 
not based on the traditional form 
of this genre. The use of the chorus 
from the music pit created by the 
accompanists with a combination 
of the sarangi and the synthesizer 
create the background score for 
the story.  
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  68.  Kasumal Sapno  Rajasthani Ujaagar 
Dramatic 
Association, 
Jaipur 

Ajeet Singh 
Palawat  

William 
Shakespeare’s 
Midsummer 
Night’s dream 

Ipshita 
Singh 

Raghubir 
Yadav 

The play starts in darkness with just 
the call of vendor. The music is 
based on Rajasthani folk. It is the 
transition of an entire culture from 
European to Rajasthani. Dialogue is 
rendered through melody.There is 
the use of the tarana interwoven 
into the folk melodies. The kathak 
dance too becomes a part of this 
combine. Children’s rhymes that 
are a part of indigenous childhood 
games too becomes a part of the 
music. Simple rhymes become 
rhythmic patterns on which the 
actors’ body move. The squeak of 
the little whistle that accompanies 
the traditional puppet dance, 
becomes a source for creating 
rhythmic sound-patterns.  

The same play was treated 
differently by Habib Tanvir in his 
Kamdev ka Apna Vasant Ritu ka 
Sapna 

Kasumal Sapno as also Mayee Ri 
Main Kase Kahun are based on the 
Rajasthani culture which strangely 
gives license to use the songs from 
Hindi daily soap-operas and daily  
serials that are aired on TV every 
day. 

  69.  C Sharp C Blunt English  Flinntheatre, 
Germany  

Sophia 
Stepf  

   The play starts with mechanised 
recorded sound. The sound is of 
the computer combined with the 
actor MD Pallavi’s singing. It is a 
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merging of everyday mundane 
sounds with mechanical devices 
such as the computer, folk songs, 
western vocal music, raga music 
and character depiction through 
the voice.  

 
 
 
 
 
 

 


