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- Ranginsong

r The literal meaning of the term ‘rang’ was
overstretched in the musical performance, says
G Amarendra Dhaneshwar ‘

angis a term which defies
precise definition. When
ranslated in a literal sen-
'se, it means colour. But rang
.also connotes aratherundefina-
ble element in a musical perfor-
mance. From the performer’s
viewpoint, rang implies his or
‘her ability to merge his identity

‘to such an extent that he beco-

mes one with the object of his
creation. From the standpoint of
the audience, the ability of the
performerto involve the auditor

or the spectator constitues real.

rang.

Dr Ashok Ranade presented a
three-hour programme titled
Sangeet Rang at the Tata
Theatrerecently. This presenta-
tion was part of the seminar on
the theme of colour hosted by
Max Muellar Bhavan. Dr

Ranade whose erudition is

universally acknowledged has
presented similar theme con-
certsin the past. Sawan, Baitha-
kichi Lavani and Devgani were

extremely informative as they

were entertaining atleastin par-
s. His Sangeet Rang, however,
did not meet the expectations of
the audience. :
- The main problem was with
selection of the items to be
ndered. The literal meaning

'9f the term rang was over-

etched by choosing only
those songs which mentioned

colourful headgears, saris o1
costumes. Dr Ranade did make
a few important points in his
lively commentary. Ironically,
his commentary proved to the
main attraction. Layarang
through percussion, and explo-
ration of the theme of colour
through bandishes like Rang de
rang de or Ritu basant tum were
the main features of the presen-
tation. Barring Ashwini Bhide’s
Rang bhar gagari or Ajay
Pohankar’s Chhelava no maro
&ulal,the other classical compo-
sitions were rather unremarka-
ble. Ulhas Kashalkar sang the
.composition, Druma druma.
lata, with long-winded faans

‘whichwas contrarytothe obser-

vations made by Dr Ranade.

Dr Ranade spoke at length
about the Sufi contribution to
Hindustani music. “They inten-
sified the colour and explored
the rang beyond music,” said
the noted aesthetician. Chhaya
Ganguli’s rendering of the Sufi
songs was quite engrossing.
Sucheta Bhide’s enactment of
Pivali lavani had neither the
classical rigour of Bharat -
Natyam nor the vitality of lavani
dance. :

Sangeet Rang,
Presented by Dr Ashok
‘Ranade,

Tata Theatre,April25.
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- ANGITRANG was a mu-
sic programme designed
around the theme of :
. colour. Arranged as a
Part of the workshop on colour,
| aegis Max Mueller Bhavan and
the NCPA, it was informational
and alive w1th‘the rhythms and
content of music of the lighter
kind. The raga is important in
these compositions, but the for-
‘mat of presentation differs from
the ~ spreadeagled  three-tier

of classical music. 2

Dr Ashok Ranade, the catalyst'
behind the poetry and sound of
this programme, always makes
it a point to open-the doors of:

that of folk and devotional music
which, he believes, holds the
secrets of aesthetic design and
content which have been appro-
priated by classical or art music.
The lighter forms of music
like chhota Kkhayals, thumris
nd bhajans, take up the subject
f colour in a direct and vital
ay. In the text of the song,
e theme of colourful,cbunni,
“the tones of love, the cool of
sandal paste and gulal, the
riotuous air of Holi and the
multi-coloured efflorescence of
nature are honed artfully for a
" host of meanings. The text will
* describe a beloved waiting for
her lover, with Nature blooming
in the correspondmg hues of
sympathy .or joy. But the
structuring of the poem is full
of powerful suggestion. The
skill of the musician is here
called upon to explore the layers
of meaning built into the song.
There were 10 compositions
rendered by men and women
singers and a ‘Pivali Lavani
mterpreted by dancer Sucheta
Bhide.
| The programme ‘was given a
start-off by a series of tonal
colours provided by
me;nbraphomc instruments, ac-
compgmed by the harmonium.

structures of the bada khayals :

another universe of music —

Explormg the colours

musm

the heraldlc tones from ‘sweet
and pithy lehras. :

The. composmons were . care v
fully chosen for the colours of
moods. The popular melody of
the afternoon Madhmat Sarang
with its dlstmct ‘shuddha
madhyam and its underlying

‘relationship to the sa, initiated

the tenor of rang in music..
Ashwini Bhide put herself into
the spirit of a bhavgeet singer
and ‘mellifluously brought out

Ranade: Programme’s. catalyst

the shades of love as mamfested

‘in the wearing of a pagri or a

chunni and the nuances of their

colours.

Kedar Bodas followed w1th a

‘Niyanki Sarang. Ashok Ranade

pointed out the paradoxical na-
ture of this raga which contains
in the text, the yellow colours
of  spring . but, its
melodification hmts at the rainy
season — through a touch of
the Malhar raga.

From a Basant. by Ajai
Pohankar, to a thumri by Ulhas
Kashalkar and a hori as well,
we were given a deepemng
vision of colour when Ashwini
Bhide and Chhaya Ganguli mov-
ingly sang a thumri and Amir’

- Khusrav’s rang compositions re-
“spectively. More thumris were'
rendered by

~ Bodas and
Pohankar. -
Al colours become one colour,

‘Ranade says, because in the

end, “you use music to go
beyond yourself”. The theme
of colour, the notes of a raga,
the words of a bandish are left

in short cycles of~-behind -+ For, it +d8 ~saidVthat

ndssarangi.
m«ﬁw an& six m ‘each* every lover, and music-lover as
\instrument * player ‘set up a""well, “will ultimately~

‘ rhyﬁmﬁmthﬂpphngﬂﬁpmwwd
bols ‘Tabla, pakhawaj, dholak
q @d dholkx players pulled off

this state ofbhsslfheorshe’
desu'es 1t and abandons the self
to 1t o s »_




Roshan Shaham attended a lecture by Dr Ashok Ranade on colour
m music delivered as part of the Max Mueller Bhavan’s semmar _

on ‘Colour last month

Dr Ashok Ranade

S a chronicler within our
midst, Dr Ashok Ranade,

from time to time comes

into view with his spiky, musi-

cological critiques, affirming that

. a modern individualism is alive
and well in the field.

This time, he elaborates on the
subject of music and colour, at the
multidisciplinary conference on
Colour, arranged by the Max
Mueller Bhavan and the National
Centre for the Performing Arts.

He is comprehensive, voluble,
clear as he points to the Sanskrit-

-Prakrit terminological jungle,

emerging with a neat paradigm of

Kosha are merely attractive
vocables with no bearing on the
conceptual framework of the raag
or any other musical idea.

He mentions the form of the
chaturang and its so-called four-

colour aspect which denotes the’

four steps of its performance.
They are the asthai, the antara,

the solfa names and the sound

syllables of the percussion instru-
ment. Colour as such doesn’t
enter the bandish. Art history has
seen colour hinged to the concept
of light; for Indian musiec, Dr
Ranade. opens at the idea of
colour as light framing it, as an

traditional vocabularies on colour
and music.

The relationship between them
is to be determined by music itself,
he says, clearing the air for those
who might feel that he has come
armed with sonorous hypotheses
which he would liketo cap on to
the great heritage of Indian music.

Introducing the names of male
raags like Shyam Kalyan,

= REPORT e
aesthetic attitude. It finds its

equation briefly, with revelation
or enlightenment. He speaks of
the visual effect of deepta (lumi-
nous) or kant (glowing or dazzl-
ing).

Establishing his probes into the

.word rang (colour), its bifurca-

tion from the term varna, he

draws parallels between the two

N j—"‘"z 1o G0

:lmked ooncepts of swara and th¢

vowel-consonant . relationship:

-are not only elements of gram
‘mar, but have developed arounc

a philosophy of the uttered word

. these are first pnnc1ples in an ora

tradition.

The range of colours in musica
compositions are rather few
Ranade remarks. They are lim
ited to red, black, blue, green
yellow-golden saffron and white
The pun and play upon word i
more important; the word ran,
acquires a resonance, with th
mundane and the sublime conten
layered in the text of the song.

Rang is ‘a transcending pro
cess,’ not merely a visual term fo
colour. It is deployed in a theatri
cal sensibility. But, “you have t
use visual terms like this in musi
to establish the success of a per
formance,” he adds. i

An audio-temporal art lik
music needs to be complimente
with the vocabulary of visual
spatial terms like rang or, he says
the experience will be incomplete
These co-relatives are to be founs
in all the performing arts. “In m
theatre workshops, I guide th
actors to activate their minds wit
imagery arousal,” he says, ex
panding on his focus on reson
ance.

Rang, he explains further, als
implies that music has to mov

‘beyond itself. This sufi mode ¢

attention, which demands th
achievement of a transcendenc
and a luminosity is given a plac
of significance while the concer
of ranj from the raag definitior
ranjayate, iti raga (that whic
entertains is called a raag) i
sidelined by Ranade. The terr

_rang, cannot wholly be connecte

to the concept of ranjayate. Ran
or colour in Indian music is
composite sensibility. He reir
forces the point that it is alway
used with the nuance of relate
meanings rippling off its surface
Further, in his talk, he take
issue with the tactile concept ¢

‘rasa, (taste).

“You will never hear a mu

‘sician say that he is going to sin

in the karuna rasa. He will do :
but, his satisfaction is expresse
appropriately in the phrases, ‘a
rang aaya’ or, ‘kya rang jama.’

The work of sifting out th
essence of the aesthetic idea, cer
tring on rang as well as the tas
of identifying all reveberations, i
relationship to music are on-goin
endeavours for Dr Ranade. H
has, however, given himself ove
to the position of the Sufi, whe
apart from recogmsmg ulumac
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as part of the Max Mueller Bhavan'’s seminar

in music delivered

from time to time comes

into view with his spiky, musi-

cological critiques, affirming that

. a modern individualism is alive

and well in the field.

This time. he elaborates on the

subject of music and colour, at the
multidisciplinary conference on
Colour, arranged by the Max
Mueller Bhavan and the National
Centre for the Performing Arts.

S a chronicler within our
midst, Dr Ashok Ranade,

He is comprehensive, voluble,

1 ~ clear as he points to the Sanskrit-

-Prakrit terminological jungle,
emerging with a neat paradigm of

-
L
.
i

_I"l" ] L
- - r e T
'3 e oy T

traditional vocabularies on colour

and music.

The relationship between them
is to be determined by music itself,
he says, clearing the air for those
who might feel that he has come
armed with sonorous hypotheses
which he would like to cap on to
the great heritage of Indian music.,

Introducing the names of male
raags like Shyam Kalyan,
Neelambari, Ghanashyam etc, he
says that these nomenclatures,

associated as they are with col-
ours, have no structural rela-
tionship to music. Many words in
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Kosha are merely attractive
vocables with no bearing on the
conceptual framework of the raag
or any other musical idea. '

He mentions the form of the
chaturang and its so-called four-

- colour aspect which denotes the

four steps of its performance.

They are the asthai, the antara,
the solfa names and the sound

syllables of the percussion instru-
ment. Colour as such doesn’t

enter the bandish. Art history has

seen colour hinged to the concept

of light; for Indian music, Dr

Ranade. opens at the idea of
colour as light framing it, as an

equation briefly, with revelation
or enlightenment. He speaks of

the visual effect of deepta (lumi-
nous) or kant (glowing or dazzl-

ing).
Eétablishing his probes intb the

word rang (colour), its bifurca-
tion from the term varna, he
draws parallels between the two
disciplines of linguistics and musi-
cology. The words varna and

~ ranga occur at a critical juncture
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“It is the movement from

craftsmanship to art.” The inter-
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rasa, (taste). .

~ sician say that he is going to sing
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linked concepts of swara and the
vowel-consonant
are not only elements of gram- -
‘mar, but have developed around
-a philosophy of the uttered word;
- these are first principles in an oral
tradition. . = % i

relationships

The range of colours in musical
compositions are rather few,
Ranade remarks. They are lim-

‘ited to red, black, blue, green,

yellow-golden, saffron and white.

‘The pun and play upon word is
‘more important; the word rang

acquires a resonance, with the

mundane and the sublime content

layered in the text of the song.
Rang is ‘a transcending pro-

: cess,’ not merely a visual term for

colour. It is deployed in a theatri-

cal sensibility. But, “you have to

use visual terms like this in music
to establish the success of a per-
formance,”’ he adds.

An audio-temporal art like

‘music needs to be complimented

with the vocabulary of visual-
spatial terms like rang or, he says,
the experience will be incomplete.

- These co-relatives are to be found

in all the performing arts. “In my
theatre workshops, I guide the

actors to activate their minds with
imagery arousal,”” he .says, ex- .

panding on his focus on reson-

ance. |
Rang, he explains further, also
implies that music has to move

‘beyond itself. This sufi mode of

attention, which demands the

‘achievement of a transcendence
‘and a luminosity is given a place °
of significance while the concept

of ranj from the raag definition,
ranjayate, iti raga (that which
entertains is called a raag) is
sidelined by Ranade. The term

'rang, cannot wholly be connected

to the concept of ranjayate. Rang
or colour in Indian music 1s a
composite sensibility. He rein-
forces the point that it is always
used with the nuance of related

meanings rippling off its surface.

Further, in his talk, he takes
issue with the tactile concept of

“You will never hear a mu-

in the karuna rasa. He will do it
but, his .satisfaction is expressed
appropriately in the phrases, ‘ab
rang aaya’ or, ‘kya rang jama.”
The work of sifting out the
essence of the aesthetic idea, cen-
tring on rang as well as the task
of identifying all reveberations, in
relationship to music are on-going
endeavours for Dr Ranade. He
has, however, given himself over
to the position of the Sufi, who,” |
apart from recognising ultimacy |
in transcendence in art, feels that |
the truly blissful state described as. |
aananda is a condition which can" |
be felt but remains undefinable in |
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Dr Ashok Ranade

S a chronicler within our
midst, Dr Ashok Ranade,

, m time to time comes
into view with his spiky, musi-
cological critiques, affirming that

- a modern individualism is alive

and well in the field.

This time, he elaborates on the.

subject of music and colour, at the
multidisciplinary conference on
Colour, arranged by the Max
Mueller Bhavan and the National
Centre for the Performing Arts.
He is comprehensive, voluble,

Kosha are merely attractive
vocables with no bearing on the
conceptual framework of the raag
or any other musical idea.

He mentions the form of the
chaturang and its so-called four-

colour aspect which denotes the

four steps of its performance.
They arethe asthai, the antara,
the solfa names and the sound
syllables of the percussion instru-
ment. Colour as such doesn’t
enter the bandish. Art history has
seen colour hinged to the concept

raags like Shyam Kalyan,
Neelambari, Ghanashyam etc, he
says that these nomenclatures,
associated as they are with col-
ours, have no structural rela-

texts like

uonshlptomusl,c. Marwwgrdpm, :
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clear as he points to the Sanskrit- of light; for Indian music, Dr
‘Prakrit terminological jungle, Ranade. opens at the idea of
emerging with a neat paradigm of colour as hght frmmng it, as an
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and music. ] equation briefly, with revelation
~ The relationship between them  or enlightenment. He speaks of
isto be detern}ined by musicitself, the visual effect of deepta (lumi-
he says, clearing the air for those nous) or kant (glowing or dazzl-
who might feel that he has come ing).
armed with sonorous hypotheses ;
which he would like to cap on to Establishing his probes into the
the great heritage of Indian music. = word rang (colour), its bifurca-
Introducing the names of male tion from the term varna, he

draws parallels between the two

disciplines of linguistics and musi-

cology. The words varna and
ranga occur at a critical juncture
in musicological thinking he says;

“I is the movement from

rang aaya’ or,

tor 47
hnked coneep!s of swara and the
vowel-consonant  relationships

-are not only elements of gram-
‘mar, but have developed around
a philosophy of the uttered word;
: theseareﬁrstpnnaplesmmoml

tradition.

The range of colours in musmal
compositions are rather few,
Ranade remarks. They are hmf_
ited to red, black, blue, green,
yellow-golden, saffron and white.
The pun and play upon word is
more important, the word rang
acquires a resonance, with the
mundane and the sublime content
layered mthetextofthesong

Rang is ‘a transcending pro-
cess,’” not merely a visual term for
_col_our. It is deplo ed in a theatri-

‘cal sensibility. But, “you have to

use visual terms like this in music
to establish the success of a per-
formance,” he adds. -

An audlo—temporal art like

‘music needs to be complimented

with the vocabulary of visual-
spatial terms like rang or, he says,
the experience will be incomplete.
These co-relatives are to be found
in all the performing arts. “In my
theatre workshops, I guide the
actors to activate their minds with
imagery arousal,” he says, ex-
panding on his focus on reson-
ance.

Rang, he explains further, also
implies that music has to move

‘beyond itself. This sufi mode of

attention, which demands the
achievement of a transcendence
and a luminosity is given a place
of significance while the concept
of ranj from the raag definition,
ranjayate, iti raga (that which
entertains is called a raag) is
sidelined by Ranade. The term

'rang, cannot wholly be connected

to the concept of ranjayate. Rang
or colour in Indian music is a
composite sensibility. He rein-
forces the point that it is always
used with the nuance of related

 meanings rippling off its surface.

Further, in his talk, he takes
issue with the tactile concept of

rasa, (taste).

“You will never hear a mu-

-slclansayﬂlathelsgomgtoﬂng

in the karuna rasa. He will do it
but, his satisfaction is expressed
appropnately in the phrases, ‘ab
‘kya rang jama.”
The work of sifting out the
essence of the aesthetic idea, cen-
tring on rang as well as the task‘
of identifying all reveberations, in
relationship to music are on-going
endeavours for Dr Ranade. He
has, however, given himself over

to the position of the Sufi, who,
apart from ultimacy

in transcendence in art, feels tht
the truly blissful state described as.
aanandais a eo_n_ditl_on whwh m‘{
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