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Abstract

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

Contents

1. Introduction 2. Understanding Sound in Acoustic Domain 3. Sound in Electronic
Domain 4. Understanding Sound in Digital Domain 5. Practical use & Career
opportunity in modern music Production.
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A Comparative Study between the Borgeet Ragas of Assam and Ecclesiastical
Modes of Western music in Medieval Period.

Supervisors: Dr. Surendra Nath Soren and Prof. Anupam Mahajan
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Abstract

This research study, titled “A Comparative Study between the Borgeet Ragas of Assam
and Ecclesiastical Modes of Western music in Medieval Period” involve two concepts. It
aims to understand the phenomena by discovering and measuring melodic structure
of Eight specific Borgeet Ragas with medieval religious melodies based on Eight Modes.
Thus, the researcher has reviewed these two subjects with analytical comparison to
establish a link between them. The basic conceptualization of the study is based on
the theoretical understanding that gives some statement for analyzing hypothetical
situations to establish a decision on the topic. In the first chapter of this study, the
concept of Borgeet has been described in detail with its characteristics, numbers and
classification, theme, Geographical factors in the creation of Borgeet, observation from
previous research on Borgeet, instrument accompanied with this religious song,
specific ragas and taals applied with the Borgeet etc. In the Second chapter, the
structures of Borgeet are explained along with their lyrics, the meaning of those lyrics,
mainly notation of ragas in aalap format compositions divided into; viz. Dhrung and
Pada. Initially, due to the oral form under ‘Guru - Shishya’ tradition, the Sattriya
music including Borgeet, Angkiya Geet etc have been followed into different
perspective by the disciples and devotees of Srimanta Sankardeva. Therefore, the
details of eight Borgeet Ragas have been describedin this chapter and also, the
structural difference between Some Common Name Ragas of Hindustani Music and
Borgeet Ragas. The third chapter explores the concept of Ecclesiastical Modes in
Western music which developed around the 9th to 16th century A.D for grouping and
categorizing Gregorian chant (Plain Song). The religious songs, called Gregorian chants
were established by Pope Gregory I for monastic institution like Church and eight
modes had been collected from different regions. Through this chapter definition,
characteristics of Modes with its classifications, description of eight particular modes,
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later developed six modes which were a similar version of previous eight modes. Lastly,
in the fourth chapter, the comparative analysis has been given between eight Borgeet
ragas and Ecclesiastical modes with explaining the interval difference in the basic
scales of both the melodies which follows with Conclusion and Bibliography.

Contents

1. Introduction 2. Chapter 1 3. Chapter 2 4. Chapter 3 5. Chapter 4 5. Conclusion 6.
Bibliography.
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The Significance of Music in the Storytelling Art Forms of the Manasa Cult of
Bengal.
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Abstract

As part of the primitive animism of Indian religion, the fear of snakes resulted in
great numbers and numerous varieties of serpent cults all over India. In Bengal,
Manasa, a female folk snake goddess is widely worshipped, and around her various
rituals as well as performances are practiced. As a ritual of Manasa Puja, several
traditional musical performances are performed all over Bengal throughout the year,
especially during the monsoons, and each performance is inspired by the story of
Manasa Mangal Kavya of the Medieval period. Based on fieldwork and archival
documents and divided into four chapters, the introductory part of the thesis
mentions the explanation of the title of this investigation, previous works that have
been done so far on this particular topic, the objective of the research, chapter
summary, methodology, limitations, and location of the research, respectively. The
first chapter gives a general overview of the origin and evolution of the Manasa
worshipping tradition of Bengal in the Indian subcontinent. The next chapter
portrays a detailed description of the various folk musical performance traditions
developed around this goddess in this region. The third chapter or the analytical part
of the paper defines the theories of Geomusicology as well as Ecomusicology and
regionalizes the songs of Manasa performances by examining their lyrics and tunes
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and this chapter also explores the patterns of diffusion in the Manasa musical
traditions in terms of instrumentations, genres, and performative styles. The final
chapter defines the bi-chronic analysis of the evolution of the Manasa narrative
performance in this region. In addition, collected from the fieldwork, this research is
also a collection of the transcription, translation, and notation of numerous songs of
Manasa Pala performances.

Contents

l.Introduction 2. The Manasa Cult of Bengal: A Study of its Rituals and
Performances 3. Music and Traditional Performances on Manasa Narratives:
Structure and Performative Styles 4. Regionalization: Change and Diversity in
Manasa Performances 5. Manasa Narrative Performances: the Interface between
Tradition and Modernity. Conclusion, Appendices and Bibliography.
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SHARMA (Kongbrailatpam Tamashwor)

Basak Songs og Manipuri Nat Sankirtan: An In-Depth Study.
Supervisor: Prof. Ananya Kumar Dey

Th 27647

Abstract

The Basak Kirtan, a significant manifestation of Nata Sankirtan in the Manipuri
Gaudiya Sampradaya, holds deep cultural and spiritual importance. Despite its
significance, the historical origins of Basak Kirtan remain obscured by a lack of
comprehensive literature. This study endeavors to uncover the emergence of Basak
Kirtan, attributing its development to Guru Chingakham Swarupananda during
Maharaj Bhagyachandra's reign. Historical challenges impede the tracing of Basak
Kirtan's origin, with Sanskrit treatises from Maharaj Gambhir Singh’s era hinting at
Nayika Bhet discussions, indicating its existence during that period. Discrepancies
in Swarupananda’s surname add complexity to the historical narrative, though his
role in creating Basak and composing ‘Bhangi Pareng Achouba’ is acknowledged.
Divergent perspectives from Cheitharol Kumbaba and other sources challenge the
belief that Basak Kirtan originated during Maharaj Bhagyachandra’s era. The study
explores evidence proposing Maharaj Churachand’s reign as the introduction period
in the Manipuri language, despite the existence of Padavali songs earlier. Delving
into the reigns of Maharaj Narasingh and Maharaj Chandrakirti, the study suggests
the possibility of Basak Kirtan's origin between these periods, with "Govinda-
Sangeet-Lila-Vilash" indicating Rasak as a precursor. Categorized as Rasa-Kirtan,
Basak Kirtan revolves around Radha-Krishna's love story, portraying emotions
through the Ashta Nayika. The singing style, influenced by Manipuri traditional folk
songs and Vaishnav poets, adds uniqueness. Two Basak types, Nayitik and
Nayimitik, are identified, with Nayimitik reserved for specific occasions. The study
emphasizes Basak Kirtan's cultural and spiritual significance, exploring its
composition, types, and improvisation. It addresses challenges in tracing its origins.
Transitioning to the contemporary era, the study examines the historical
transformation, noting shifts in language, performers, and settings. Modern
challenges, including reduced audience participation, solo performances, and
potential commercialization, prompt concerns about preservation. The study
underscores the importance of archival documentation for safeguarding Basak
Kirtan's authenticity and passing it to future generations.
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Contents

1. Introduction 2. Origin of Sankirtan 3. Basak Kirtan 4. Components Of Basak
Kirtan 5. Musical Instruments of Basak Kirtan 6. Ragas, Taals, Compositions and
Rasas in Basak Kirtan.Conclusion and Bibliography.
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Role of Instruments in Kashmiri Sufiyana Mousiqui.
Supervisors: Prof. Alka Nagpal and Prof. Anupam Mahajan
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Abstract

This research discusses the various aspects of the evolution and progress of Sufiyana mosiqui
and its Musical instruments in Kashmir Valley. The roles of various dimensions of the mosiqui
have been explored including the origin of the Sufi philosophy and its links with Sufiyana
mosiqui’s spiritual foundations, the poetic expressions, and the musical instruments in use. The
history of Kashmir Valley and the rulers who contributed to the promotion of music in the valley
has also been studied and discussed in the research. It is interesting to note the interconnection
of all these dimensions in bringing about the massive impact which Sufiyana mosiqui has not
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only in Kashmir but all over the country and nearby regions. The culture and history of Kashmir
has played a role in the development of music and the Sufi saints who made Kashmir their
abode immensely contributed in making the music linked to the creator, God and overall
provided it a spiritual sound.

Contents

1. Introduction 2. Historical background of Kashmir Geographically and culturally 3.

Sufiyana Mousiqi Of Kashmir 4. Importance Of Gharana In Kashmiri Sufiyana
Mousiqi 5 Role Of String Instruments In Kashmiri Sufiyana Mousiqi. 6. Role of
percussion instruments in Kashmiri Sufiyana mousiqi 7. Changing Trends Of
Instruments In The Sufiyana Mousiqi With Special Reference To Role Of Instruments.
Conclusion, Annexure and Bibliography.
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Abstract

Photography has grown considerably in a very short period of time. Over the last 200
years, cameras evolved from a simple box that recorded hazy photos to advanced
DSLRs and today's smartphone cameras. Mobile devices have transformed the
photographic environment. Variables such as ease of use, portability, connectivity,
accessibility, and comparative cost effectiveness contribute to an increased
awareness of the manner in which photographs can be employed to communicate
and express oneself in everyday situations, establishing the mobile camera as the
ideal and preferred medium for photographing personal or collective experiences.
Nowadays, practically everyone has a phone with a camera that is always ready. The
democratic character of photography is the outcome of this. The diversity and themes
of photographs have substantially grown. People photograph anything and everything
around them, including meals, dogs, flowers, and roadways. (Eating, seeing friends,
taking the bus, etc.) The current study's objective is to examine how smartphone
photos has affected society. It explores shifting photographic philosophies, emerging
photographic patterns, and the psychological effects of mobile photos in India. It is
intended to study the impact of mobile photography on classical photography and,
more significantly, look at how traditional photography’s aesthetics and rules have
changed as a result of the widespread use of mobile photography. The aim of this
research is to reestablish photography's status as both an art and medium of
communication, and it shall encourage the development of the photographic
aesthetics by attempting to draw a distinct line between snapshot and professional
photography.

Contents
1. Journey of Photography 2. Mobile Phone Photography; Changing Language of

Photography 3. Research Methodology 4. Research Finding 5. Conclusion and
Recommendation. Bibliography and Appendix.



