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"The term spiritualis very ambiguous.
The thinkers divide the known wordinto
body and spirit, spirit representing all that is
nonmaterial. Mind being known material
further called the spirit and the word spiritual
is ment to cover all mental function. In Indian
Phylosophy, however the word spiritual not
only suggests what is aspiration of the mind
for the transcends even the body and the
psychethe and aspires for unity with
Brahman­the ultimate realty.The goals like
self realization liberation reward after death
are, the treated as the spiritual goals
implaying that they are the things aspiredby
soul not the mind associated with the body.
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Scandalous tradition affirmed that ‘in his
enemy's city the king of the Sakas, while
courting another man’s wife, was butchered
by Chandra & gupta, concealed in his
mistress’s dress’ ( but the talk does not look
like genuine history 
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'We should also be careful in selecting
the right student for music education. They
must be sensitive and intelligent. An aptitude
test is hence essential".

(Originality)
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Summary -

Music itself is a very powerful and
panacea medicine which has a unique
ability to calm the mind and relieve stress.
Its positive effect on the mind as well as
the body has been seen after many types
of research. Physical ailments and mental
ailments have been seen to be reduced
by just listening to music. Music as an
invaluable heritage given to man by
nature is pervasive not only in our daily
life but also in every particle of nature.
In the busy life of the modern world,
when we take out a few moments to listen
to music, then we feel self­realized and
our tiredness of the day ends in a moment.
That is why the use of music is visible
everywhere by making music a means of
prevention by musicians and physicians.
Music is Food of Mind.

“Advard Podolusky” said ­ It seems,
therefore, that this kind of music has a
stimulating effect on the circulation by
increasing the blood pressure and pulse
rate while lessening the action current of
the heart.

“Shakespeare said – The man who
hath no music in himself or is not moved
by the conchord of sweet music is fit for
treason, stratagems and spoil, let no such
man be trusted.

Prof. Dr. Sunil B. Kolhe

Introduction -

Music is a unique gift given to man by
nature. Every creature in the universe
expresses its inner feelings through one
or the other medium. There is a mention
of the Sixtyfour arts in the scriptures. The
sole purpose of all these fine arts is to
create a feeling of bliss. Music in all the
arts are considered to a high quality, and
the reason is equally important that is,
Music not only humans but also animals
and birds, trees and plants have fascinates.
It would not be unreasonable to say that
every particle of nature contains Music.

Music is not only a means of feeling
bliss, but it also affects the expressions
of human beings by maintaining mental
balance. In the Sangeet Ratnakar Granth,
Pt. Sharang Dev Ji has given the
definition of Music as “Geetam, Vadya
tatha Nrityam Trayam Sangeet Muchyate’’
this definition of music is extremely
relevant. There is ample opportunity for
solo and group performances. In the geet,
Vadya and Nrutya there is special
importance given to geet in instrument
and dance. Being in a literal form, geet
has been considered a powerful medium
to express the feelings of human beings.
The medium of expressing the feelings
of a song by acting is called dance, and

Associate Professor, Department of Music, G.N.A. College, Barshitakali, Dist­ Akola, Maharashtra,
Email — sunilkolhe1010@gmail.com



hence the imagination of dance without
song and instrument seems incomplete.

After knowing the importance of this
power of expressing emotion in music,
musicians and physicians started making
experiments through music for the relief
of labor and disease. In which he got
unusual success. It is a matter of pride
for us that Indian music is considered to
be of a high standard in this medical
system. These medical qualities found in
abundance in Raagdari music have
captivated the world. We cannot even
imagine human life without music. Music
is the only tool that man uses to express
joy and his happiness. Music has the
power to change the mind of man and
change his normal and mental behavior.
Music liquefies the mind. Along with
swaras, taal and rhythm also have special
importance. In the human body,the
heartbeat, breathing, blood circulation,
there is a certain in human walking and
speaking, and it is a sign of rhythm.
Similarly, in the human brain also a
specific rhythm is dynamic. This rhythm
of the brain remains different in different
activities of the body and when this
rhythm of the brain gets disturbed then a
person becomes ill. The effect of the
rhythm on life becomes easy. Those who
do not have any knowledge of music, they
have also immediate effect of taal or
theka. As soon as DJ starts playing it
seems that everyone raises their hands
and starts trembling.

Emotions arising in the human body
like anger, fear, joy, enthusiasm etc.
Occurs due to excretion in less evidence
of secretion by the endocrine glands. The
power to generate all these feelings lies
in the rasas produced by music. This thing
has also been proved through experiment.
By carrying various studies have shown,

to not only produce expressions of music,
but internal changes in humans and
animals.

Dr. Edward Podolskie writes in his
book, Music for Your Health, that
Moods have a biological foundation. They
depend a great deal on the activity of the
brain and blood. Depression and
exaltation are actuated by speed or
sluggishness of the blood in the brain and
blood vessels as well as by nervous
tension. The ‘blues’ for example, are
accompanied by sluggishness of heart and
circulation.

Looking at the Vedic period we come
to know that, music and medicine Both
Vidyaa progressed in that period. From
the point of view of scholars, these two
disciplines had more importance and
perhaps for this reason two Vedas were
also composed by the scholars.
‘Gandharvaveda’ for music and
‘Ayurveda’ for medicine, both these
Upvedas are composed from ‘Samaveda’
and ‘Atharvaveda’ respectively. It is
believed that since five thousand years
ago man had come to know about the
effect of Music on the human body and
from this he started the medical use of
music. We can easily recognize the
musical effect on the human body. We
can know that our entire body may not
have been taken over by music but
physical actions like hand­contracting,
head –shaking, finger moving, reaching
etc. changes are visible during listening
to Music. Listening to music causes
tension or relaxation of muscles. First of
all, we feel the hearing of music through
the ears and later it reaches the brain
through the nerves of the ears and only
then the music creates its effect on the
brain.

Analytical study of the role of music in mental health



According to scientists, music first
affects the thalamus of the brain. The
thalamus is the largest part of the brain
and is the site of all kinds of sensations
and feelings. For this reason it is
necessary to make full use of music in
the medical system, because music has
immense power to remove mental
diseases. Music affects the thoughts of
the brain and concentrates, and for this
reason it helps in taking the symptoms of
mental illness out of the brain. Due to
this feeling, many doctors and scientists
keep playing different types of music in
low voice in their hospitals.

Dr. Edward Podolskye, in his book
Music for Your Health, obtained through
the successful experiments of music
therapists and doctors, has drawn the
following conclusions in this book.

1. Music increases metabolism, as
shown by the work of tartchanoff
and Dutton.

2. It increases or decreases muscular
energy, according to the experiment
of Fere, tartchanoff and Scripture.

3. It accelerates breathing and
decreases its regularity as
demonstrated by Binet, Weed and
Guilboud.

4. It produces a Marked but variable
effect one on blood volume, pulse
and blood pressure.

5. It lowers the threshold for sensory
stimuli of different modes.

From the above mentioned study we
know that, Music has an effect not only
on the human body. It also affects his
brain and nerves as well. All the human
body circulation and control is through
his brain and nerves, because the role of
the brain in disease prevention is
extremely important, it is proved. Due to
the good effect of music, the human brain

becomes happy, as a result, there is a
change in the functioning of all the organs
operated by the brain, all the organs start
functioning in a systematic way and as a
result the effect of diseases starts
decreasing from the therapeutic point of
view. Due to stress in today’s hectic
lifestyle, many diseases have overtaken
man. That is why it has become necessary
to use the positive effects of music instead
of relying only on medical science. By
listening to music, the human mind
becomes thoughtless and becomes
focused; as a result, a person gets a
feeling of mental peace and joy, which
affects the whole body and various
organs. Meaning that we can get rid of
diseases by being stress free and keep
ourselves healthy and calm.

There are many different types of
music in the world. The interest in
listening to music varies from person to
person. But in all these music genres,
especially the medical use of Indian raga
music is influential. In particular,
instrumental music has its own
importance in this experiment. There are
some special ragas in Indian music whose
hearing gives a feeling of positive effect.
In instrumental music, if we listen to
Raagdari over the flute, sitar, santoor etc.,
then it gives us peace of mind. This
importance of Indian classical music is
recognized all over the world today.

Even if a man does not involve
himself in the activities of music if the
sound waves off all in, but any kind of
music his ears, whether he pays attention
to it or not, then music shows its effect.
This means that where language or words
cannot produce their effect, music shows
its effect. In this way, we see that by
listening to music or participating in
musical activities, there is a continuous



change in mental patients, as well as if
this patient remains involved in musical
activities for a long time, then the disease
symptoms of those patients also decrease
and he becomes healthy. They appears to
be moving towards a healthy life.

Conclusion –

After this exhaustive study, we can reach
the conclusion that

1. Music not only corrects the mental
state of man, but also increases the
capacity of the human brain.

2. Music plays an important role in the
development of the brain.

3. Music also acts as a pain reliever.
4. Music has a healthy effect on the

physical and mental disorders of
human beings.

5. There are some functional changes
in the internal organs of man, such
as ­ heart rate, pulse rate, blood
pressure, breathing, brain waves and
changes in muscles are seen.

6. To keep the mental health strong,
listening to music, singing and
playing activities are very beneficial
and this is the greatness of music.

7. Raaga based Indian music is very
helpful for the wellbeing of mental
health.

Bibliography -

1. Dr. Tiwari Kiran, Bhartiya sangeet
ev manovigyan,2nd ed. 2015,
Kanishka Publishers and
Distributors, New Delhi.

2. Dr. Paranjpe Sharachchandra
Sridhar, Bhartiya sangeet ka
Itihas,ed. 2015, Chaukhamba
Indowestern Publishers, Varanasi.

3. Dr. Sharma Swatantra, Bhartiya
sangeet ek vaigyanik vishleshan,2nd
ed. 2013, Anubhav Publishing
House, Allahabad

4. Dr. Thakur Jaydev Singh Bhartiya
sangeet ka Itihas,  3rd ed. 2016,
University Publications, Varanasi.

5. Vasant, Sangeet Visharad, 23rd
ed.1999 Sangeet Karyalaya, Hathras
Publications.

6. Dr.Podolski Edward, Music for your
Health, 15 October 2004, Kessinger
Publishing, US.

7. Das Sanjay, Yogic ev Sangeet
Chikitsa, 1st ed. 2005 Pilgrims
Publishing, Varanasi

8. Baba Ramdev, Pranayama Rahasya,
ed. 2004, Divya Prakashan,
Haridwar

9. Dr. Verma Satish, Sangeet Chikitsa,
Radha Publications New Delhi

Analytical study of the role of music in mental health



Abstract

Music is an integral part of our culture.
Music is the art of arranging sounds in
time through the elements of melody,
harmony, rhythm and timbre. Now, when
we define marketing, then ‘Marketing’ is
the action or business of promoting and
selling products or services, including
marketing research and advertising. Thus,
the interdependence of marketing and
music provides the term commonly
understood as ‘Music Marketing’. In
simple words, we can say that music
marketing (or music promotion) is the
process of raising awareness of music.
By marketing the music, we are getting
people to know it exists. It is also an
effort to lead your audience on a journey
from awareness to conversion (and
beyond). A detailed elaboration of the
marketing process and marketing
program in the music industry will be
developed, where special emphasis is
placed upon the technological evolution
of the marketing and music connection,
and an estimation of their interdependent
framework in the near future will be
made.

Keywords – Music, Music Marketing,
Music Industry, Marketing Mix, Market
Segmentation

Introduction–Music is a type of art
which uses sound as a medium, and as a
consequence results in the sentimental
enrichment of people, especially in the
creation of inner peace, personal
satisfaction, additionally creating unique
moods, excitement, pleasantness and
similar sentimental as well as hedonistic
states which are commonly individual
characters in so far as their strength and
the direction of their intensity. Like in
any heteronomous art forms, the
practitioners of Indian Music aim at
expressing emotions and creating the
aesthetic or the ‘beautiful’. According to
Oxford Dictionary, music is ‘vocal or
instrumental sounds (or both) combined
in such a way as to produce beauty of
form, harmony and expression of
emotions’. The art of singing, playing
musical instruments and dancing
collectively designated as ‘Sangeet’ are
regarded as the main assets and
expressions of Indian culture. Indian
music comprises within its fold a vast,
varied and rich tradition of classical, semi­
classical, light and folk music, which has
grown out of the different cultures and
sub­cultures of India and their mutual
sharing. According to Sloboda (1985), the
reason that most of us take part in musical

Ruma Chakraborty1, Prof. Neera Choudhury2

1 Research Scholar, Department of Music, Patna University, Patna
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activity, be it composing, performing, or
listening, is that music is capable of
arousing in us deep and significant
emotions. In any case, music has always
served as a medium of communication
as well as a mode of individual
expression.

Before knowing music marketing, it
is important for us to know what
‘Marketing’ is. Marketing refers to
activities a company undertakes to
promote the buying or selling of a product
or service. Marketing includes
advertising, selling and delivering
products to consumers or other
businesses. According to Wikipedia,
marketing is defined as – it is a process
of intentionally stimulating demand for
and purchases of goods and services;
potentially including selection of a target
audience; selection of certain attributes
or themes to emphasize in advertising;
operation of advertising campaigns;
attendance at trade shows and public
events; design of products and packaging
to be more attractive to buyers; selection
of the terms of such as price, discounts,
warranty and return policy; product
placement in media or with people
believed to influence the buying habits
of others; agreements with retailers,
wholesale distributors, or resellers; and
attempts to create awareness of, loyalty
to, and positive feelings about a brand.
Marketing is currently defined by the
American Marketing Association (AMA)
as ‘the activity, set of institutions, and
processes for creating, communicating,
delivering and exchanging offerings that
have value for customers, clients,
partners, and society at large’.

Technology has been central to the
production, distribution and consumption
of popular music for over half a century:

indeed, it has become a precondition for
popular music culture at its broadest and
most fundamental levels. The
reproduction of music fundamentally may
develop in three independent ways, by
way of a physical medium (a sound
recording – once being the gramophone
record and audio cassette, and today in
most cases by way of CDs and DVDs),
as well as by today’s modern formats
which are based on computer and
communication technologies which will
be specially discussed in this paper.
Together, these manners of reproducing
music shall be the focus of marketing
contemplation in this work, which we
have entitled ‘Music Marketing’.

Essence of Music Marketing – The
Music Industry is a business which sells
compositions, in other words, their
performances which are by way of
recording registered in a specific format
so that, in a narrow sense. The term
‘Music Industry’ encompasses those
business objects which record, produce,
distribute and sell (market) recorded
music. The music industry encompasses
an entire list of business from varied
branches of human resources, so that it
may also encompass sound recording,
music publishing, radio and TV stations,
music school and workshops, music
associations, associations for the
protection of copyrights and other related
rights (like IPRS, ISRA, IRRO, etc.),
performers, composers, lyricists,
arrangers, musical theorists, producers,
record companies (like SONY, T­Series,
SaReGaMa, etc.), distributors, organizers
and concert promoters, marketing
agencies and promotional agencies, etc.

The music market is characterized by
a strong heterogeneity in music tastes
among consumers/users that vary not only

Music Marketing



with respect to music genres but also
within each genre. Music Marketing
fundamentally should concern itself with
establishing products, services and ideas
which offer or search out a specific music
market, and on the basis of which serve
as the basis for setting real measurable
marketing objectives, develop adequate
music products for which there is an
established demand, communicate and
distribute music products, and reinforce
the ways in which set marketing
objectives are realized.

Marketing objectives in music
industry subjects are mainly of a
qualitative nature, whereas in economic
activities they are usually quantitative.
The result of labor in the music industry
subjects is a sort of ‘product’ which can
directly or indirectly meet the needs of
people. The products of music industry
subjects are not intended for the music
industry subject’s reproduction but for
various modalities of exchanges through
the market. The music product serves to
meet certain specific needs of people –
needs that are mostly qualitative and have
a pronounced intangible component. In
other words, this means that the music
products should also possess an
appropriate use value to engage in
exchange relations. It is essential for the
music industry subjects to realize the
following tasks through marketing:

1. Research into the demand for the
music product.

2. The development of the appropriate
music products to meet identified
needs.

3. The adequate funding of programs
of the music industry subject, and
the creation of an image appropriate
to the environment in the music
industry subject operates.

Marketing Mix – The marketing mix
is needed to determine or ‘single out’ a
certain music product, form the right price
for it, organize the way it will be sold
and distributed to end users, and define
the forms of promotional activities. With
the conventional elements of marketing
mix, already well known 4Ps – product,
price, place and promotion, but in music
marketing we can discuss a new
marketing mix which include an
additional 3Ps i.e. process, people and
physical evidence, which is well known
in service marketing mix. The complete
structure of the marketing mix then
includes:

1. Product – the marketers have to
know what the needs of the
customer are, and in what way will
the service satisfy those needs.

2. Price – analysis of the prices of
similar goods has to be made. How
does the customer value the service?
Possible discounts have to be
measured.

3. Place – a place for selling
(providing) the service has to be
chosen based on where people look
for the kind of service the company
provides.

4. Promotion –choosing the way of
getting the information about your
service to the customers. Through
what channels will the marketers try
to access people? Advertising via
mass media: internet, television,
radio. Proper time for promoting of
the servicehas to be chosen carefully.

5. Process –the company has to decide
what processes will be included in
order to deliver the service to the
customer. The service has to be
delivered as quickly and effectively
as possible.



6. People – people are one of the key
elements of the service marketing
mix. People deliver the service,
interact with customers. In order to
be successful, companies have to
choose their staff carefully and let
them improve further.

7. Physical evidence – because
services are intangible, it is
important to give the customer some
tangible bonus elements. This can be
the environment in a restaurant. All
visible and tangible aspects of a
company serve as physical evidence
to the customer.

Market Segmentation – Market
segmentation helps to compete in a highly
competitive market. It is important to
identify the bases for segmenting the
markets. In relation to music market
segmentation, music market can be
segmented into three sections:

a. Current users
b. Potential users
c. Those people, who are not

considered part of the target market.
Target marketing focuses on the first

two groups only. The third group may
include who do not consume music or
who are unwilling to pay for the music
products.

Current Scenario

In the 1980s, owing to developments in
digital technology and
informatizationenormous changes occur
in the music industry. The CD has pulled
us into the digital world in which music
is one of the most represented contents.
Never in the history of the human race
has music been made more available and
heard. Wherever we turn, people are
listening to MP3s, downloading,
streaming, ripping, burning, sharing and

uploading, while at the same time a home
studio on their PC enables them to create
their own compositions and remix
another’s work. Music is in the
automobiles, mobile phones, computers,
CD­players, i­pods, and even key­chains.

The term ‘Market’ is generally
understood as a place where the buyer
and seller meet for exchange purposes.
But this is not the correct understanding
of a market. Virtual marketplace is one
of the important markets for the music
marketing and for the artist to promote
their music through different virtual
marketing platforms. YouTube, Amazon,
Hotstar and other entertainment apps have
invested heavily in content development,
awareness creation and customer
inducements.

The digital music landscape is more
crowded than ever, but the proliferation
of platforms and mediums has had a
democratizing effect. The gates of the
music industry once guarded by labels
and distributors are now open to anyone.
That’s why the real challenge of music
promotion in the 21st century is to develop
a 3600 marketing strategy that reaches all
these audiences and connects with every
potential opportunity – and to do that you
need the right tools, like Spotify for
Artists, YouTube Music, Reverb Nation,
Sound Cloud, Band Camp, etc.

The purpose of marketing is not only
to acquire customers but also to retain
them. As we know that music is one of
the best and beautiful medium for
communication and artist always wants
to win the heart of his/ her listeners.
Music marketing helps the artist to reach
their listeners via different marketing
strategies and through different marketing
segmentations.

Music Marketing



Conclusions –The biggest thing for
music marketing is the rapid speed of
change in how we consume music. The
recorded music marketplace is under
serious cut throat competitions from the
new players lead by Google (owner of
YouTube), Spotify, Amazon Music
Services, with a host of others crowding
the stage. Record labels and artist are
looking at innovative marketing ideas to
drive customers to their products. Music
marketing can play a pivotal role in
improving and increasing the income
earned by music industry subjects. The
marketing process has many elements to
it and it is an ongoing process. In the
‘noise’ of the online world and with the

globalization of the marketplace,
marketing is of vital importance.
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Abstract

Pandit Venkatmakhi, the author of a
landmark treatise ‘Chaturdandi
Prakashika’, devised a mathematical
method and determined that seventy-two
Mela-s could be obtained from the twelve
Swara-s. His method of classification of
Ragas gained immense popularity and is
still used in Carnatic Music. Based on
this, Pandit Vishnu Narayan Bhatkhande
suggested ten prominent scales for the
classification of Raga-s in Hindustani
Music. He also extrapolated the theory
to determine the possible number of
Audav, Shadav, Sampoorna scales from
each of the seventy-two parent scales.
However, a major limitation of this theory
lies in the fact that the recurrence of
identical scales, found across different
parent scales, was not taken into account.
Since the only criterion considered here
is the minimum number of Swara-s
required for a scale to be called a Raga,
the multiplicity of such scales can be
ignored. Thus, the total number of
possible combinations reduces
substantially. On the contrary, this also
opens up vistas for creation of new Ragas
with a common set of notes, but

differentiated on the basis of various
parameters.

Key words: Venkatmakhi,
Bhatkhande, Melakarta, scales, Thaat

Introduction:

The history of evolution of Indian
Classical Music dates back to the Vedic
period. Broadly, it can be divided into
ancient, medieval and modern periods.
The period from 13th Century AD to 18th
Century AD can be considered to be the
medieval era. Pandit Sharangdev’s
‘Sangeet Ratnakar’, written in the first
half of the 13th Century, is considered to
be a landmark treatise that forms the
bridge between the ancient and medieval
periods of the history of Indian Music. It
is widely believed that Indian Classical
Music divided into two major branches,
namely Hindustani (North Indian
Classical Music) and Carnatic (South
Indian Classical Music) around the same
period. ‘Sangeet Ratnakar’ also acts as
the last common text before this division.

Pandit Venkatmakhi, also known as
Venkateswara Dikshit or Venkatdhwari,
is renowned mainly for his work
‘Chaturdandi Prakashika’ (literally
meaning ‘The Illuminator of the Four



Pillars of Music’), which is considered
to be an important treatise of the medieval
era. Written in Sanskrit in around 1635
AD, this text throws light on four aspects
of Carnatic Music, namely Alap, Thaay,
Geeta and Prabandha. He was the
younger son of Govinda Dikshit,
renowned scholar, musician and the
author of the treatise ‘Sangeet Sudha’.
Govinda Dikshit was a minister in the
court of Raghunatha Nayak of Tanjore
(reign 1614­1634 AD), who was himself
a skilled musician and a patron of arts.
Pandit Venkatmakhi received his musical
training from his father Govinda Dikshit
and his elder brother Yajnanarayana
Dikshit, and followed the tradition of
Tanappacharya. He succeeded his father
as the minister and court musician to
Vijayraghava Nayak (reign 1634­1673
AD), son and successor of Raghunatha
Nayak. (Rao, 2015)1

Carnatic Music did not have a
reliable system of classification of Raga­
s at that point. Vijayraghava Nayak
commissioned Pandit Venkatmakhi to
devise a system that enables the
classification of Raga­s prevalent in
Carnatic Music during that time. Pandit
Venkatmakhi formulated a mathematical
system based on the chronological ascent
of notes and their permutations. Of the
twelve musically useful notes, known as
Swara­Sthanams (namely Shadja, Shuddh
Rishabha, Chatusruthi Rishabham/
Shuddh Gandhara, Shatsruthi Rishabham/
Sadharana Gandhara, Antar Gandhara,
Shuddh Madhyama, Prati Madhyama,
Panchama, Shuddh Dhaivata, Chatusruthi
Dhaivata/Shuddh Nishada, Shatsruthi
Dhaivata/Kaisiki Nishada, Kakali
Nishada) his method utilized different
combinations of groups of seven notes in
sequential ascent such that the first note

was always the tonic Shadja, followed
by either form of each of the seven Swara­
s. Each of these groups of seven
chronologically ascending notes was
called ‘Mela’. A total of seventy­two
Mela­s was obtained through this method,
of which thirty­six consisted of Shuddh
Madhyama and thirty­six with Prati
Madhyama.

Although the concept of ‘Mela’ was
introduced much before the time of Pandit
Venkatmakhi, his method followed the
scientific technique of possible different
combinations of seven notes. Later, the
system was refined and the concept of
‘Melakarta’ was introduced with the
condition that each Melakarta must be
Sampoorna (heptatonic) and that each
such Melakarta would have only an
ascending, chronological order of notes
(Arohana). Most of these Melakarta­s
corresponded to the scales of one or the
other Sampoorna Jaati Raga­s of Carnatic
Music. This system enabled the
classification of a major part of the Raga­
s prevalent in Carnatic Music back then.
Pandit Venkatmakhi wrote a detailed
account on various other aspects of music
in a total of ten chapters in ‘Chaturdandi
Prakashika’, in simple Sanskrit. The work
gained wide popularity through the efforts
of Pandit Venkatmakhi’s grandson Muddu
Venkatmakhi, who added a small
appendix to the treatise.

However, it must be noted that Pandit
Venkatmakhi did not use all of the
seventy­two Melakarta­s for the Raga­s
prevalent during his period. He
considered only nineteen of them
important for the classification of most
Raga­s, and stated that the method was
devised only to scientifically determine
the possible number of heptatonic scales



from the twelve notes, that met the above
conditions. (Narayanaswami, n.d.)2

Area of Study:

Inspired by this theory, musicologist
Pandit Vishnu Narayan Bhatkhande
introduced the concept of ‘Thaat’ (literally
meaning ‘resemblance’ or ‘similarity’) in
Hindustani Classical Music in the late
19th Century AD. Being heptatonic
ascending scales, each of these ‘Thaat­s’
corresponded to a Melakarta in Carnatic
Music. Pandit Bhatkhande also mentions
that Thaat­s are merely scales and do not
necessarily associate with any emotion,
which is an essential criterion for a scale
to be called a ‘Raga’. (Bhatkhande, n.d./
1951)3 Since Hindustani Music also
accepted a total of twelve notes (seven
‘Shuddh’ and five ‘Vikrit’ Swara­s),
Pandit Bhatkhande logically accepted the
theory of seventy­two combinations as
determined by Pandit Venkatmakhi.

In Hindustani Music, a key rule in
the structuring of Raga­s is that two forms
of a single Swara (Shuddh and Vikrit)
cannot be used consecutively (there are
exceptions like Raga Lalit, though). Thus,
only about thirty­two of the seventy­two
possible Thaat­s are musically useful.
Owing to the dual nature and
nomenclature of many Swara­s in
Carnatic Music (for example, in Ragam
Nattai, Sadharana Gandhara assumes the
role of Shatsruthi Rishabha when used
simultaneously with Antar Gandhara), the
application of all the seventy­two
Melakarta­s is observed there.

Even from these thirty­two, Pandit
Bhatkhande chose ten chief Thaat­s that
acted as parent scales to most Raga­s of
Hindustani Music. This system of
classification of Raga­s gained immensely
popularity despite a few major limitations,

and is still widely used. (Bhatkhande,
n.d./1951)4

As far as scales are concerned, there
are two key differences between a
‘Melakarta/Thaat’ and a ‘Raga’. One is
that while a Thaat essentially has only an
ascent, a Raga has an ascent as well as
descent (Aaroh and Avaroh). Secondly, a
scale can be called a Thaat only if it is
heptatonic (Sampoorna). A Raga may be
pentatonic, hexatonic or heptatonic.

Raga­s are classified into three chief
‘Jaati’­s, based on the number of Swara­
s used in them:

­ Audav (Pentatonic)
­ Shadav (Hexatonic)
­ Sampoorna (Heptatonic)
This classification is further divided

into nine sub­categories to facilitate the
difference in number of Swara­s used in
the Aaroh and Avaroh:
(i) Audav ­ Audav (Pentatonic ascent

and descent)
(ii) Audav – Shadav (Pentatonic ascent

and Hexatonic descent)
(iii) Audav – Sampoorna (Pentatonic

ascent and Heptatonic descent)
(iv) Shadav – Audav (Hexatonic ascent

and Pentatonic descent)
(v) Shadav – Shadav (Hexatonic ascent

and descent)
(vi) Shadav – Sampoorna (Hexatonic

ascent and Heptatonic descent)
(vii) Sampoorna – Audav (Heptatonic

ascent and Pentatonic descent)
(viii) Sampoorna – Shadav (Heptatonic

ascent and Hexatonic descent)
(ix) S a m p o o r n a – S a m p o o r n a

(Heptatonic ascent and descent).
In order to determine the total number

of scales of Raga­s possible from the
seventy­two Melakarta­s, Pandit
Bhatkhande checked for the number of
scalar combinations possible from a single

Thaat System and the total number of scales: A critical analysis



Melakarta/Thaat and then multiplied the
obtained number by seventy­two. To keep
the exercise simple, he chose the
Hindustani Shuddh Swar Melakarta, that
is the Bilawal Thaat.

Then, Pandit Bhatkhande determined
the number of possible scalar
combinations in this Thaat, from each
sub­category of the Raga­Jaati as follows:
(i) Sampoorna – SampoornaJaati: Only

one (01) combination is possible.
(ii) Sampoorna – Shadav: One

heptatonic Aaroh will pair with six
different scales omitting a Swara
each except Shadj. Hence, six (06)
combinations are possible.

(iii) Sampoorna – Audav: One
heptatonic Aaroh combined with
fifteen possible pentatonic descents.
This will give fifteen (15) scalar
Raga­s.

(iv) Shadav – Sampoorna: Reversing the
combinations as seen in the
Sampoorna – Shadav type above.
Six (06) scales obtained.

(v) Shadav – Shadav: Six different
heptatonic ascents combined each
with six different descents give
thirty­six (36) possible scales.

(vi) Shadav – Audav: Six heptatonic
Aaroh, each pairing with fifteen
different pentatonic descents gives
ninety (90) possible combinations.

(vii) Audav – Sampoorna: The opposite
of what is observed in Sampoorna –
Audav type. Fifteen (15) scales
obtained.

(viii) Audav – Shadav: Ninety (90)
combinations obtained from
different combinations of pentatonic
ascent and hexatonic descent.

(ix) Audav – Audav: Fifteen types of
pentatonic ascents combine each
with fifteen types of pentatonic

descents to give two hundred and
twenty­five (225) scales.

Summing up the number of
combinations obtained from each of these
categories, a total of 484 possibilities are
observed from one Thaat. This number,
multiplied by seventy­two, gives a total
of 34,848 scales from seventy­two
Melakarta­s. (Bhatkhande, n.d./1951)5

However, there is a catch to this way
of multiplying the number of possible
scalar combinations obtained from each
Thaat directly by seventy­two.

Each Swara, except the Shadj and
Pancham, are observed in two forms. In
Hindustani style, they are known by
Komal (flat, lower in frequency) and
Teevra (sharp, higher in frequency)
Swara­s. Let us consider them as variable
Swara­s as of now. In this way, we have
a total of ten variable Swara­s ­ the Komal
and Teevra variants of Rishabh, Gandhar,
Madhyam, Dhaivat, and Nishad.

Let us consider a simple pentatonic
scale with Shadj, Shuddh Rishabh,
Shuddh Gandhar, Pancham and Shuddh
Dhaivat. Thus, we have a set of five fixed
or known Swara­s, which can be
combined with any two of the remaining
four variable Swara­s (Shuddh Madhyam,
Teevra Madhyam, Komal Nishad, and
Shuddh Nishad) to make a heptatonic
scale.

Addition of two more Swara­s from
among the four variable notes would
make our chosen fixed pentatonic scale
into a heptatonic, Sampoorna scale, which
is the chief criterion for a Melakarta. Four
such combinations are possible:
(i) Combination no. 01:

S R G m P D n
(ii) Combination no. 02:

S R G M P D n



(iii) Combination no. 03:

S R G m P D N
(iv) Combination no. 04:

S R G M P D N
Swara­s in lower case (m/n) denote

Komal (flat) Swara, while the ones in
block letters (R, G, M, N, etc.) denote
Teevra (sharp) Swara­s. The ones denoted
in bold letter indicate the variable Swara­
s added to the pre­decided pentatonic
scale.

This implies that our chosen
pentatonic scale can be obtained from
four Melakarta­s/Thaat­s. The first
combination is from Harikambhoji

Melakarta, known as Khamaj Thaat in
Hindustani music system. The second
combination is from the Vachaspati

Melakarta of Carnatic music. This Thaat
is not among the ten major parent Thaat­
s of Hindustani Music. The third
combination is from the
Dheerasankarabharana Melakarta,
equivalent to the Bilawal Thaat of
Hindustani Music. The fourth one is from
the Mechakalyani Melakarta, or the
Kalyan Thaat of Hindustani Music.

Similarly, the pentatonic scale with
Shadj, Shuddh Rishabh, Shuddh
Madhyam, Pancham and Shuddh Nishad,
with four variable Swara­s (Shuddh and
Komal variants of Gandhar and Dhaivat)
can be obtained from
Dheerasankarabharana (Bilawal

Thaat), Gourimanohari, Sarasangi and
Keeravani Melakarta­s (Dhandapani and
Pattammal, 1991)6 (there are no
equivalent Hindustani Thaat­s for the last
three Melakarta­s mentioned here, in
practice).

As another example, let us consider
another pentatonic scale of Shadj, Komal
Gandhar, Shuddh Madhyam, Komal
Dhaivat and Komal Nishad (S g m d n).

In this scale, even though there are
only five Swara­s used, the number of
variable Swara­s will reduce since
Pancham is an Achal (immovable) Swara
and does not have a Teevra or Komal
form. Because we have already fixed the
forms of all other possible variable Swara­
s, the only variable Swara here is the
Rishabh.

Thus, this pentatonic scale can be
obtained from two Melakarta­s:
(i) Hanumatodi Melakarta / Bhairavi

Thaat: Sr g m P d n.
(ii) Natabhairavi Melakarta /

Asawari Thaat: SR g m P d n.
Hexatonic scales that omit one of the

five variable Swara­s would be observed
in two Melakarta­s (for example, the scale
S G m P D N is obtained from
Dheerasankarabharana and
Sooryakantam Melakarta­s). However,
the ones that omit Pancham from the scale
(S R G m D N) would have only one
possible parent Melakarta/Thaat. This is
because Pancham is a stationary (Achal)
Swara and does not have a flat or sharp
counterpart.

Results and discussion:

Coming back to the figure of 34,848
possible Raga scales from seventy­two
Melakarta­s/Thaat­s, as suggested by
Pandit Bhatkhande, it must be noted that
this method of calculation does not
consider criteria like Vaadi­Samvaadi
Swara­s or emotions or phraseology of
these scales. This method focuses only
on the number of Audav, Shadav and
Sampoorna (and their mixes) scales that
can be possibly derived from the seventy­
two parent scales, termed as ‘Melakarta’
by Pandit Venkatmakhi or ‘Thaat’, as
coined by Pandit Vishnu Narayan
Bhatkhande. While the meaning of the

Thaat System and the total number of scales: A critical analysis



term itself indicates similitude between
the parent

(Melakarta/Thaat) and the derived
scales, this resemblance is limited only
to the usage of an identical set or subset
of Swara­s. In practice, a scale cannot be
called a Raga until one considers more
factors like Vaadi­Samvaadi (dominant
and consonant) Swara­s, its
phraseological movements (known by the
term ‘Chalan’) and the association of
certain emotions.

In one of the examples mentioned
above, the pentatonic scale of S, R, G, P,
D is found common to Raga­s Bhoopali
and Deskar in Hindustani Music
(Mohanam, the Carnatic Raga also uses
the same scale). But these scales do not
identify as Raga Bhoopali or Deskar until
one considers their Vaadi­Samvaadi
Swara­s, or more importantly, the
combinations of these five Swara­s that
characterize them as Bhoopali or Deskar.
The scale itself cannot be used to identify
its parent melody, since the same
combination is available from four
different Thaat­s, three of which (Kalyan,
Bilawal, and Khamaj) are accepted among
the ten major Thaat­s suggested by Pandit
Bhatkhande. Of these, the scale that
differentiates into Raga Bhoopali is
considered to belong to the Kalyan Thaat,
and Deskar to Bilawal Thaat. Mohanam
of Carnatic Music is classified under the
Harikambhoji Melakarta, equivalent to
Khamaj Thaat of Hindustani Music.

It is only because of a specific phrase
in the parent Raga­s (called ‘Janak’ Raga­
s), which might also be observed in the
derived melodies (called ‘Janya’ Raga­
s), that the similitude can be established.
The resemblance can also be determined
through the Vaadi­Samvaadi Swara­s, if
the phraseology does not match out­and­

out (like in Bhoopali for Kalyan Thaat
and Vrindavani Sarang for Kafi Thaat).
This small phraseology that is found
common in the parent and the derived
Raga­s is called ‘Raagang’, and the parent
melody is known as ‘Raagang Raga’.
Pandit Narayan Moreshwar Khare
suggested thirty­two such ‘Ragaang Raga­
s’, which includes Pandit Bhatkhande’s
ten Thaat­Raga­s. Thus, the Melakarta or
Thaat system considers only the
constituent Swara­s, while the Ragaang
system considers the phraseology of the
Raag. In the Raagang system, more than
one Raagang Raga­s can belong to the
same Thaat, but differ in phraseology (for
example, the Raagang phrases of Poorvi,
Shree and Gauri Ang­s, all can be found
in the Poorvi Thaat).

This is a major limitation of the Thaat
system of the classification of Raga­s in
Hindustani Music.

The question that arises thus is, if
the method devised by Pandit Bhatkhande
focuses on counting the possible number
of scales based only on the constituent
notes, and if identical scales are possible
from more than one parental heptatonic
scales, should they be considered as
separate scales? As cited in the example
above, the scale S, R, G, P, D can be
found in four parent Melakarta­s and
unless differentiated using the Raagang
system or Vaadi­Samvaadi Swara­s, one
cannot merely figure out the parent
Melakarta. In mathematical terms, while
each Melakarta can throw up 484 possible
scalar combinations, we cannot simply
multiply this number by seventy­two to
determine the total number of possible
scalar combinations. Without a lack of
other factors to differentiate Raga­s, they
simply remain scales and therefore, all
the identical scales occurring across



different Melakarta­s/Thaat­s must
essentially be considered the same. Since
they do not possess individual identities
of their own, the commonly occurring
scales cannot be counted as separate
entities. Thus, the total number of scales
possible across seventy­two Melakarta­s
would reduce considerably, and the figure
will come down to something much lower
than 34,848 as suggested by Pandit
Bhatkhande.

It is difficult to determine if there is
any simple, mathematical method that
allows the detection of commonly
occurring scales across the seventy­two
Melakarta­s, which would in turn,
facilitate the calculation of total number
of pentatonic, hexatonic and heptatonic
combinations possible from the twelve
musically useful notes. This is primarily
because of two reasons. One, the number
of combinations is magnanimous. It
would require scanning of the entire
spectrum of all seventy­two Melakarta­s
to check how many scales repeat. Two,
there is no uniform pattern as to how
many identical clones a particular type
of scale has. As is seen in the two
examples discussed above, a pentatonic
scale may be available in two or four
Melakarta­s, based on the number of
variable Swara­s. In fact, although not in
popular use, a pentatonic scale that uses
Shadj, Shuddh Rishabha, Shuddh
Gandhara, Shuddh Madhyama and
Pancham (nomenclature as per the
Carnatic system, which is equivalent to
Shadj, Komal Rishabh, Shuddh Rishabh,
Shuddh Madhyam, and Pancham of the
Hindustani system) can be classified
under six Carnatic Melakarta­s (the Indu
Chakra Melakarta­s of the Katapayadi
Melakarta numbering system, namely
Kanakangi, Ratnangi, Ganamurthi,

Vanaspathi, Manavathi and Tanarupi)
(Dhandapani and Pattammal, 1991)7. Due
to this dissimilarity in the number of
clones among scales with the same
number of notes, devising a mathematical
system does not seem possible. Thus, the
exercise to eliminate all identical entries
would become a mammoth task.
However, the number of possible
combinations may reduce by a few
thousands.

On the contrary, this also opens up
new vistas for creation of new Raga­s by
changing the Vaadi­Samvaadi notes or the
phraseology of a Janya Raga­scale in
accordance with that of the Janak Raga.
For instance, Raga­s Bhoopali and Deskar
(and even Jait Kalyan and Audav Devgiri)
have the same set of Swara­s used S, R,
G, P, D. Phrasing these notes in
accordance with the Kalyan or Bilawal
Ang makes them markedly distinct from
each other. Now, if the same set of notes
can be thought of on the lines of Khamaj
Ang, a new Raga can come into existence.
In fact, Mohanam is classified under
Harikambhoji Melakarta in Carnatic
Music because of the subtle touch of
Kaisiki Nishad in the Gamaka while
singing the Chatusruthi Dhaivata (and
therefore technically, Mohanam should
not be considered the Carnatic equivalent
of Bhoopali).

Also, it must be noted that Pandit
Bhatkhande formulated this mathematical
method only for the ease of calculating
the total number of Audav, Shadav and
Sampoorna scales that can be obtained
from the seventy­two Melakarta­s. It is
rather difficult to assume if the point
concerning multiple clones of a scale
skipped his mind or whether he
purposefully overlooked this aspect owing
to its limited practical application.

Thaat System and the total number of scales: A critical analysis



Even if the individual identity of
similar scales obtained from different
Melakarta­s is overlooked and their
multiplicity consolidated, the number of
scales obtained still amounts to a few
thousands. However, neither of the two
streams utilises so many Raga­s in
practice. Hindustani Music, in particular,
has not more than about two to three
hundred Raga­s in circulation. Moreover,
a large portion of Raga­s in Hindustani
Music are identified through their
phraseology (Chalan) rather than mere
swapping of notes of a scale. The
differences in phraseology provide the
scope for having multiple Raga­s within
the same set of notes. For example, Raga­
s Kedar, Hameer, Kamod, Gaud Sarang,
and Chhayanat have the same set of
Swara­s and all belong to the Kalyan
Thaat. However, the differences in the
note­combinations make them distinct
from one another. This also lends each
of them a unique personality, thereby
providing discreet differences in their
scope of elaboration, time of the day
when they are sung, types of compositions
that are suitable for that particular Raga,
etc. Bhimpalasi and Kafi have the same
set of notes, and yet due to the difference
in the phraseology, Bhimpalasi is suitable
for elaborate Dhrupad­Dhamar or Khayal

renditions and is sung in the afternoon,
while Kafi is considered apt for genres
like Thumri, Tappa and other lighter
forms and is sung at night, usually as a
shorter piece.

References:

1. Rao, S. (2015, June 12), Music of India – a
brief outline – Part Nineteen – 14.
Venkatmakhin – Chatur­dandi­prakashika –
Mela and Melakarta. Sreenivasarao’s blogs.
https://sreenivasaraos.com/tag/chatur­dandi­
prakashika/

2. Narayanaswami, P.P. (n.d.). Musicological
Literature of India – Part III. Srishti’s Carnatica
– Feature Articles. http://carnatica.net/special/
features.htm

3. Bhatkhande, V.N. (n.d.) Hindustani Sangeet
Paddhati: Part 1 (V.Bhatt and S.Dubey, Trans.).
Hathras, Uttar Pradesh: Sangeet Karyalay.
(n.d.). pg. 21.

4. Bhatkhande, V.N. (n.d.) Hindustani Sangeet
Paddhati: Part 1 (V.Bhatt and S.Dubey, Trans.).
Hathras, Uttar Pradesh: Sangeet Karyalay.
(n.d.). pg. 17.

5. Bhatkhande, V.N. (n.d.) Hindustani Sangeet
Paddhati: Part 1 (V.Bhatt and S.Dubey, Trans.).
Hathras, Uttar Pradesh: Sangeet Karyalay.
(n.d.). pg. 18­19­20.

6. Dhandapani, M.N. and Pattammal, D. (1991),
Raga Pravaham – Index to Carnatic Ragas ,
Madras, Tamil Nadu: The Karnatic Music Book
Centre, pg.54.

7. Dhandapani, M.N. and Pattammal, D. (1991),
Raga Pravaham – Index to Carnatic Ragas ,
Madras, Tamil Nadu: The Karnatic Music Book
Centre, pg.55­64.



Abstract

In present time Bharatanatyam form
being a classic and cultural ambassador,
demands diverse dimensions to suit the
interest of multi ethnic and multi racial
audiences of the globe. There is a huge
scope and immense space to explore the
creative side of Bharatanatyam. But most
of the times the strict measures observed
in the training period of classical dance
forms does not allow the practitioner to
cultivate the impulse of creativity. This
article aims to bring awareness among
the Bharatanatyam dancers and teachers
to restructure the training method by
using the attitude to appreciate, give
liberty and promote new ideas and
encourage the application of the
Bharatanatyam technique for more
relevant and contemporary themes
maintaining the aesthetic standards.
Besides the fact of taking utmost care to
be within the frame of classical, the
dancer should be given freedom to think
out of box without the fear of negative
criticism or failure of an idea.

Key Words
Out of box, global platform, restructuring,
liberty to think, creative urge, suit the
changing time
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Material and Methodology

The research scholar has referred relevant
books, watched interviews and
documentaries of eminent dancers and
choreographers on YouTube, searched
and read articles, papers, and reviews
online, and discussed with Ph.D guide
Dr. Ami Pandya.

Study Area

The research article is in area of Classical
Indian Dance style Bharatanatyam. The
article meant to explore the creative area
in Bharatanatyam and the limitations or
conservations of the tradition and
practitioners. The new world, changing
norms, present generation, creative urge
and scope to fit the Bharatanatyam
tradition in the contemporary time, are
the principle concerns addressed in this
article.

Article

As we see the history of Bharatanatyam
and it’s present form, it is been observed
that the more strictly measures used for
the dancers compelling them to follow
the traditional way of thinking, learning
and executing, more liberty has been
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taken to explore and modify. And it has
given rise to more prominent and solid
structure of Bharatanatyam. It is natural
tendency of a human to break the limits
and expand beyond. As the intelligence
grew, the civilization grew, the culture
grew and the traditions grew in leaps and
bounds. The human always seeks for the
betterment in all the areas. The arts have
been an indispensible part of Indian
civilization from the very ancient times.
The path had already been laid down by
our Gurus, Rishi Munis or scholarly
people and common men were meant to
follow them. It was followed with lot of
faith and sincerity as it was considered
the best way of doing the things. The
changes took place whenever the set rules
or disciplines were questioned. The
changes happened when the established
system did not suit the changing times,
conditions and cultures. The reformation
of Sadir was also a result of evolution in
the society set up. The need for survival
played a key role in reframing, re
organising and representing Dasiattam as
Bharatanatyam.

Accomplished in carnatic music and
dance, the Tanjore Quartet brothers made
huge effort to take Bharatanatyam to next
level by introducing Margam. The
Margam gave uniformed structure to
Bharatanatyam Kacheri. Later on, the set
of Adavus were introduced as an initial
part of training by Smt. Rukminidevi
Arudale. She was the first one to
institutionalise the training of music and
dance. Today Kalakshetra is considered
very rigid in its conducts. But Rukmini
Devi was the first Brahmin girl to go
against the society beliefs and performed
Bharatanatyam on stage in front of the
audience. She recognised the beauty and
the serenity of the Sadir and felt urgent

need of rescue while Dasipratha was
coming to end. Her traditional training
under Guru Meenakshi Sundaram Pillai
did not stop her to be innovative. Instead
it gave her strong base on which she could
later create a beautiful picture of
Bharatanatyam. Rukminidevi is credited
to have brought all our Puranas alive on
stage by producing several dance dramas
like Kumara Sambhavam, Geet Govind,
Kurmavatara, Sita Swayamvaram,
Mahapattabhisheka, Kutral Kurvanji and
many more.

The typical Bharatanatyam training
demands austere imitation of the
technique. In all the well established and
popular schools, a student is taught a
traditional Margam and expected to do
exactly the same way that he/she is been
taught. There are hardly any schools
which provides forum to help improve
the creative or choreographic skills of a
student. In Bharatanatyam, many years
are invested in training a student in
different aspects. The technique is taught
accurately, and abhinaya is taught with
minute details. The knowledge of shashtra
is given to understand the gesture
vocabulary, rasa prakarana and character
portraying. The great attention is paid in
achieving perfect araimandi and
natyarambham, holding a posture and
hasta mudras neatly, keeping in taalam,
etc. It is all together a very challenging
journey to achieve so called “perfection”.
But in the process a dancer almost looses
his/her inner voice. The outcome of the
scrupulous attention paid during the
training period of a Bharatanatyam
student, actually puts on blinkers on their
eyes, not letting them realise the wider
picture. The rigid and conservative
attitude on the name of tradition at times
make the dancers narrow minded. They



are trained to see, think and do in a certain
monotonous way. Even if a learner is
willing to develop the choreographic
skills, it is always difficult to get the
approval from the Gurus who are in most
cases dyed in the wool Gurus. The student
always has a fear of negative criticism.
Sometimes the choreographers or dance
Gurus don’t encourage or allow the
students to delve into choreography in
order to keep up their supremacy.
Although the creativity is not a domain
of every dance practitioner, the fact can’t
be denied that there are certainly many
talented dancers who can excel in the
creative field.

There are handful of schools which
offers courses or subject of choreography
based on classical dance techniques. Uday
Shankar established “Udayan Kala
Kendra “in 1923 in Almora, the first
dance school in India, providing training
in creative area and choreography. The
students were given platform to showcase
their own ideas and choreography. Uday
Shankar opened up a gateway to Indian
modern and contemporary Indian dance
field.

Uday Shankar caught the attention
of the world through his innovative
choreographic work. He incorporated
various elements of different Indian
classical and folk dance styles for his
choreographic works. He choreographed
pieces which could appeal the world
audience. He was not a trained dancer
but he contributed immensely to
popularise Indian Dance outside India. He
chose the themes representing the social
issues like Rhythm of life, Snake
Charmer, Lady and the thief, Labour and
Machinery etc. His daughter Mamta
Shankar carried forward his legacy.

Traditions are like a flowing river and
not like a stagnant water. It always makes
a way from mountains, plains and bushes.
The advantage of fresh waters is enjoyed
by everyone. Therefore the efforts to
intelligently and aesthetically create
something different from the same age
old repetitive presentations should be
given chance. In the words of Ram Gopal
1"the temple theatre and the ancient dance
in India were created for another rhythm
of another age, long since dead. Don’t
you think we should step forward and
create something that is understandable
in terms of today. “This is a very valid
question which should be seriously
thought upon. T. Balasaraswati notes that
the tradition allows a dancer 2 (to) soar
to the very skies of freedom...It is freedom
through discipline, not freedom from
discipline.”

Another revolutionary dancer was
Chandralekha. Her work was focused on
geometry of body, space and time,
struggles of women and power of women,
and sensual and erotic components of
body. She was not interested in producing
same age old mythological and religious
themes. She believed that the energy
generated by body while dancing can be
transferred to the spectators. Dancing for
her was more of understanding inner self
than touching the outer surface. She did
not believe in ‘Guru..ship’. She preferred
to be connected with students, co­dancers
or other people as a friend rather than a
Guru. She would always welcome
different opinions, criticism and positive
arguments over the subject. Her creativity
urged from deep contemplation of many
years which brought greater coherence
in her work. She thought of the body
moves even before the time of
Natyashastra when the martial forms were
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in vogue, attack and defence techniques
were taught and the method of using
weapons was being practiced. In her
dance dramas she majorly used
Kalaripayatu martial art form along with
Bharatanatyam. She introduced a new
modern era in Indian Dance scene.

There are two types of pursuits, an
artist works with­ some wants to attain
internal bliss and others woo the
peripheral and instant gain. In most cases,
many reputed choreographers of
Bharatanatyam who have explored in
creative area, has done so by following
their own intuitions and self made
techniques for choreographing. They have
not attended any school or course for
choreography. In fact how many schools
or institutions offer the course to develop
choreographic and creative skills. There
are hardly few. There is a need for more
such schools where proper understanding
is provided in creative area.

 Prof.Dr. M. Nagbhushan Sharma
questions in his article 3 “Those creative
artists, who would fall back upon our
cultural treasure for their artistic purposes,
should have an in­depth knowledge of
the varied manifestations of it at different
levels. Do we have such a component in
our curriculum now?” He also raises his
concern about lack of education provided
in schools or colleges about our glorious
culture. In olden times the cultural values
were passed on from grandparents to
grandchildren but now a days in nuclear
families that is missing. He further
caveats the risk of losing merits of our
rich traditions due to over exposure of
Bollywood on social media. Padma
Vibhushan Sonal Mansingh in one of her
interviews in Sansad TV program
‘SHAKHSIYAT’, advocates of adding
education of classical dance styles in the
schools as a part of curriculum.

Freedom of thought derives only from
the freedom of self, and freedom of self
depends on the philosophy of the society
in which dancer is groomed, as the social
beliefs and conventions affects the
thought process of a dancer who is a part
of the society. The core idea of presenting
a new work is not only showcasing
excellence in the set technique but also
voicing out the social, economical and
political issues through the art form. Apart
from the entertainment, the role of an
artist in the society is to put forward the
mind of the present society for the welfare
of people. So the dancer needs to be
cognizant of the situations around, in
order to make his/her presentation most
relevant and creative. The creative process
in Bharatanatyam involves not only the
rigorous training in dance but it is also
built upon the upbringing, the
surrounding situations, the cultural and
social customs, the knowledge of relative
art forms and the individual responses to
each of these constituents. On the other
hand the dancer should not be abide by
the conservative norms.

The stalwart Bharatanatyam dancer,
choreographer, activist, and author,
‘Mrinalini Sarabhai’ brought awakening
of the social issues like dowry violence,
rape, discrimination of cast, maltreatment
to adivasis and so on through her
groundbreaking choreographic works.
She was not happy performing same
learnt pieces for which she could not find
relevance. She decided to make use of
Bharatanatyam idiom adding some
meaningful and interesting changes for
presenting the social issues more
effectively in front of the audiences. She
inspired younger generation to think in
different manner. She was a feminist too
and helped women realise their strength



to break the barrier of life ruining
orthodox customs which sometimes even
resulted in suicide. She gave a strong
message to society to stop injustice and
ill treatment to women. She was trained
in Bharatanatyam, Kathhakali and
Mohiniattam at Shanti Niketan under the
guidance of Shri Ravindranath Tagore.
Her works clearly exhibit the influence
of Tagore and Gandhi. She contributed a
lot in the preservation of environment.
Mrinalini ‘Amma’ as she was fondly
known, used her creativity extortionately
to bring awareness in the society. It is an
astounding fact that she choreographed
more than three hundred dance dramas.
From her dance career it is most evident
to know how responsibly an artist can
create the work which can leave
everlasting impact on the society. There
are two advantages of the new creation,
one is the growth of an art form and
another is the positive growth of a society.

There is no intelligence in taking
proud of being hidebound as it puts full
stop to the expansion. After getting
trained under the great Gurus like Shri
Meenakshi Sundaram Pillai in
Bharatanatyam and Shri Kunchu Kurup
in Kathakali, Mrinalini Sarabhai ventured
in the world of creativity and
choreography instead of biding herself
with the rigid conventions. Although the
kernel of her artistic work remained
rooted in Indian traditions may it be
classical or folk or theatre, she also made
use of some of the western dance
techniques, theatre and music.

Bharatanatyam crossed the
boundaries of India long back and with
the efforts of many internationally
acclaimed dancers like Uday Shankar, T.
Balasaraswati, Rukminidevi Arundale,
Mrinalini Sarabhai, Chandralekha, Sonal

Mansingh, Yamini Krishnamurthy,
Sudharani Raghupathy, Padma
Subramaniam, Vaijayantimala, Hema
Malini, Leela Samson, V.P. Dhananjayan
and Shantha Dhanajayan, Kalanidhi
Narayan, C.V. Chandrashekhar, Alarmel
Valli, etc., it become popular worldwide.
While rapidly gaining popularity on the
global platform, the need of redesigning
the content was felt by choreographers to
appeal the international audience. Due to
international reach of Bharatanatyam, and
to suit the multi ethnic audiences,
Bharatanatyam is thought over again and
again for more creative thematic
productions or dance dramas or solos. A
Toronto based choreographer Hari
Krishnan’s say on the definition of
creativity is interesting to know 4 “I am
always interested in infusing
Bharatanatyam with a new life, creative
energy that retains the aesthetic integrity
of the form and allows it to speak to a
new contemporary audience.”Divya
Devguptau rightly says 5

“Contemporising one’s practice need not
necessarily mean choosing contemporary
themes, of abuse, drugs, or war.
Contemporising can be in approach,
training or presentation, but most
importantly, in thought.”

 Talking about ‘thinking out of box’,
one has to have thorough understanding
and clarity of thoughts. The process of
creativity begins with the stringent
training in the particular dance style.
There is no short cut. While pursuing the
training, it is important for a learner to
make an effort to understand the context
and how it can be applicable. For an
instance in Bharatanatyam a student is
taught Hasta Mudras, but he/she needs
to be curious about how it can be applied
for different state of affairs, as the
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gestures form the language for
Bharatanatyam. And therefore any song,
any lyrics can be interpreted through the
language of hand gestures along with the
body movements. But the interpretation
of every individual varies and that’s why
the variety can be seen. Similarly there
are numerous permutations and
combinations possible in Tala patterns.
Apart from the syllabus items, to observe
how the Tala system is used for the other
choreographies, is also an important
learning to expand the knowledge.
‘Thinking out of box’ leads to the creative
move based on the fundamental
knowledge one acquires over the period
of time. It also derives from the
experience. Any new idea, new work
noticeably gets evaluated by the
connoisseurs. The choreographers bears
in their mind the probability of receiving
good or bad review. In some cases the
pressure of negative criticism gets over
the artistic intuition or vision and in some
cases it inspires the choreographers to do
their best.

Bharatanatyam, an age old classical
art form has remained in the frame of
traditions and conventions. The tradition
has been passed on from Guru to shishya.
The Gurus take authority and keeps a
watchful eye as the guardian angles to
safeguard the tradition. Sometimes these
great Gurus of Bharatanatyam who
consider themselves the saviours and
torch barriers of the tradition, suffers The
Decline Bias. Some of them think that
innovative ideas and works may deviate
the long survived tradition and result in
wane. But the traditions are like a flowing
river and not like a stagnant water. The
river always makes a way through
mountains, plains and bushes. The
advantage of fresh waters is enjoyed by

everyone. Therefore the efforts to
intelligently and aesthetically create
something relevant other than the same
age old repetitive presentations should be
given chance. In the words of Ram
Gopal6 “the temple theatre and the ancient
dance in India were created for another
rhythm of another age, long since dead.
Don’t you think we should step forward
and create something that is
understandable in terms of today.” This
is a very valid question which should be
seriously thought upon. The young Odissi
dancer Arushi Mudgal says 7 “One must
first reach a certain level of competence
in the chosen art form before trying to
create/choreograph new work.” She
believes that there is immense scope of
innovation within the tradition. But one
should always be open to new ideas.
Geeta Chandran in her article SEVENTY
YEARS OF BHARATANATYAM says
8"Serious dancers are attempting to break
the structural routines that held so well
for the past half century, to evolve new
perspectives that reflect their
individualized creativity. Given proper
stewardship, Bharatanatyam can grow
even more to become a truly innovative
art form beyond being a mere footnote to
the grandeur of Indian culture.”

In the edge of technology, where
ample material is easily available on the
fingertip, one has tremendous scope and
opportunity to explore in any area or any
subject. The digitalisation has raised the
bars of cultural exchange, global
awareness, and easy approach.
Bharatanatyam is a very versatile form to
be able to survive among any diverse
situation. Especially during the Covid
pandemic, it’s spread on the digital
platform has been remarkable. We see
many attempts by young individual
Bharatanatyam dancers to present their



creative idea and choreography on the
digital platform. Which is a sign of
creative urge among the dancers who are
willing to push the boundaries and
execute something different through the
medium of Bharatanatyam. However, it
is a difficult to say whether they pass the
test of qualitative work. If a practitioner
is provided with open space to think
differently and create aesthetically,
dancer’s capacity can be stretched to the
next level. The world is moving ahead
rapidly and all of us have come closer
through the electronic gazettes and the
travel facilities. Things can be made
available in any part of the world so as
Bharatanatyam has also reached many
corners of the planet. Padmashree
achiever Ramli Ibrahim, a Malaysian
origin Bharatanatyam, Odissi and
contemporary dancer, choreographer and
teacher, perceives the aesthetic expression
of Indian classical dances as a universal
experience. Ramli pursues Indian
classical dance in modern context. He
says 9 “one has to know the rules before
breaking them.” One has to be grounded
in a particular dance technique for
working on innovative ideas.

Bharatanatyam has received global
recognition. It has been explored globally
in contemporary context by many well
known choreographers. Most of them
have kept their roots intact in
Bharatanatyam tradition. The depth and
complexity of the form gives immense
scope to 10"innovations within the
tradition or the extensions of the
tradition”_ notes a notable dance
commentator Sunil Kothari.

Summary

The article opens up the discussion of
Bharatanatyam conventions v/s Liberty to

think out of box. The early twentieth
century marked the major revolution of
Dasiattam. The tradition took a new shape
to regain the respectable place in the
society. The hereditary dancers (devdasis)
also had to get adjusted to the changes
for the sake of survival. Therefore if we
talk about the tradition which we follow
today is not older than hundred years.
Which clearly denotes that the
innovations took place in the medieval
form of Bharatanatyam. And medieval
form was the result of innovation in the
primeval form. . As the form has acquired
global acclimation, worldwide many
dancers have attempted to make use of
Bharatanatyam style for more relevant
purposes as per their geographic, social,
political and economical conditions. To
be rigid, ceases the opportunity of an
advancement. There is a thin line between
strict disciplinarian, (which is very much
required during the training of
Bharatanatyam) and being authoritarian.
Master has to be firm but fair. The
training should be structured in a way
that it provides student with an extensive
knowledge and liberty to think and create
distinctly. But it is fundamental
requirement for any choreographer to
have competitive knowledge of dance
technique before plunging into
choreography. More courses can be
introduced to promote creativity within
the frame of Bharatanatyam. Not ignoring
the fact that creativity comes from within,
the training can certainly enhance the
capacity of a dancer of being creative.
Today Bharatanatyam is emphatically
received by multi racial and multi ethnic
communities of the world. It has gained
exceptional popularity all over the world.
The very reason of the same lies in the
untiring efforts put in by Bharatanatyam
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dancers, choreographers and practitioners
to present the form in a most appealing
way.
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ABSTRACT:

The work done by scholars like Sudhir
Kumar Saxena, Arvind Mulgaonkar,
Suresh Talwalkar and Sudhir Mainkar
was studied in order to add new insights
to the art of Tabla in the light of Physics
and Mathematics. The schematics
diagram representation of taal aavartan
was studied to find sukshm and ati-
sukshm quantum aspects. The thought
experiment and philosophy of sadhana,
intuition, concentration, consciousness
and trance state was researched. The
optimum combination to develop the art
of Tabla was found to be an addition of
atman control and inner mathematics and
inner physics and the emotions and the
aesthetics.
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Introduction:

The Indian art of Tabla as a percussion
instrument in form of solo playing and as
an accompaniment has been enjoyed by
the whole world for as close to as 300
years. It is very unlikely that during the
olden days the teachers the gurus the
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pundits did document their innovations
and improvisations and inventions of
Bandish in this art due to the focus more
on mouth­to­mouth teachings and more
into performance and less into
documentation. And as decades passed it
is now very difficult to re­engineer and
re­construct the methodology of how did
the great teachers get into inventions of
different parts of the art of Table playing.
Many scholars and teachers have thought
on these ideas and most of the research
till now has ended in the conclusion that
there is some intuition in the form of
higher concentration levels and higher
conscious levels reached by practice for
years and years [1, 2, 3, 4, 5] and this
‘tapascharya’ gets the player into a trance
state and by this process and by the
minute thinking’s regarding aesthetics and
emotions can the experienced teacher
invent or innovate new ideas in playing
the Tabla. Agreeing with these defenses
and researches, we have gone further
ahead in trying to understand the physics
and mathematics of how the human mind
and brain thinks when a person does reach
these ‘spiritual levels’. We have
investigated the role of the human soul
that is ‘the atman’ and the role of physics
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and mathematics behind all these
mysteries. For this purpose we have used
three thought experiments and also an
example of layakari of Tabla. We have
also put forward the theory of Newtonian
Mathematics in order to explain the
quantum sukshm and ati­sukshm levels.

Thought Experiment on Meditation

‘Japa’:

If a person is driving a car and going
from place ‘a’ to place ‘b’ and if there
comes nobody between his car or if he
never has to horn or go left or right, then
his whole travel is in a state of sleep.
Only when there is change in direction
or change in motion or change in brain
system, is the human being alive. Same
is true with a yogi in japa or naamsmaran.
If his japa is for a sentence ‘shree ram jai
ram jai jai ram’, for 1000 times, then if
his brain is not active till the end then he
will fall asleep after he reaches maybe
80 times his said japa. He would finish
his 1000 times japa but that would be in
a state of sleep as if he is not active every
second then his brain will lose the
meaning of the word ‘ram’ and hence will
lose connectivity to god and hence all
his effort and purpose is completely
defeated. But what happens when a Rishi
Muni is in a state of 20 years of
meditation sadhana tapascharya? It seems
it is not his brain which is in control after
maybe say 2 years but maybe his atman
is in control. This is the key to spirituality
[7]. After some time the brain should shut­
off so does the blood circulation and
inhale exhale and body should go in
‘stand by’ zero energy mode and the
atman should control everything. This can
be achieved only by the rishis saints yogi
and not by common people.

Thought Experiment on Seesaw:

Consider a seesaw which has got a pivot
at centre which is stationary. Both the
ends can move. The Human Control
system is in form of a seesaw where the
mind wants to move from one end of the
seesaw to the other end. Now let this
seesaw be placed on a river where the
two ends of seesaw are resting on bank
of the river. If a person wants to cross
the river from one side to another then
he steps on one side of the seesaw and
starts walking towards the other side of
the seesaw and ultimately crosses the
river. In this walk of the person the
seesaw is moving up and down. Now to
increase complexity let us imagine the
seesaw in form of a rotation motion. The
axis of rotation is at the centre of the
seesaw. If this process of complexity is
continued further then the whole system
reaches a point where it is a ‘Model’ of
the Human Control System. Here the
person crossing the see­saw is going in
straight line always, but the seesaw is in
rotation motion about many axes. The
person is the analogy of the ‘Atman’ and
the see­saw is analogy of the Human
Control System. This overall thought
experiment is an analogy that ‘the Atman’
and Human Control System ‘the Brain’
are different and not the same [6].

 

Fig. 1. A seesaw on land and a seesaw on a
river crossing.

Thought experiment on Einstein’s

Relativity and how to live for 1000

years:

A Yogi who can breathe only once in 2
months and who has put bhasm on his
skin to control body blood circulation
flow and temperature and who has control
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of mastery on holding concentration
levels for more than 1 year can change
the time scale and space scale and
consciousness level scales. The time of
1000 years and the space of ati­sukshm
micron levels for us common men is just
a time of 2 days and a sthula space for
the Yogi. This is from Einstein’s
Relativity [8]. By adding help from Vedic
Yajna and Mantras the Yogi can get to
more miracles and mysteries in
Spirituality.

Results and Discussion:

The sukshm states mentioned by
researchers in the art of Tabla are in the
form of micro­notes ‘shrutis’ and the art
forms from the Carnatic Music system in
India. We have used the rules of Quantum
Physics to relate to the art of Tabla and
proposed an idea of ways to invent ahead
of sukshm forms and go beyond towards
ati­sukshm and even ati­ati­sukshm. These
are going deeper in quantum form of
physics. Our analogy to the already
existing sukshm part of Tabla is that if a
single bird is flying in a circular path or
if a group of birds is flying in a circular
path, then the activity of the whole group
is the ‘sthula’ or bulk part and the activity
of a single bird the whole group is the
sukshm quantum part. As shown in figure
below ‘p’ is a single pigeon flying and a
group of pigeons ‘p’ flying together.

Fig. 2. Schematic of a single pigeon ’p’ flying and
a group of pigeons flying on a circular path.

This above schematic is the visual
explanation of the sukshmta in Tabla. But
as shown in figure below there is also

many levels below the sukshm level.
These quantum levels are the ati­sukshm
and ati­ati sukshm levels and if we go on
there are also even deeper sukshm levels
in form of ati­ati­ati sukshm levels and
this process goes on. Given in below
figure 3 is the layakari steps in a tritaal
of Tabla. This is the ‘dugun’, the ‘tigun’,
the ‘chaugun’ etc as in figure 3 below.

Fig. 3. Tritaal ekgun­dugun­tigun­chaugun­aad.

The pace or laya goes from step ‘a’
to step ‘b’ to step ‘c’ and it goes on as in
figure 4. But on quantum levels we want
to place a straight line on the step as
shown in the figure such that we get any
infinite number of levels. These are ratios
which if we go in sukshm level are 2/4
or 4/4 or 5/4 or even to 17/16. But there
are ati­sukshm and ati­ati­sukshm levels
which can go even deeper to a ratio of
1004/1000. But because such deeper
quantum states are not aesthetically
pleasing or emotionally pleasing they are
discarded by the performer. This is similar
to using only a certain ‘swara’ from a



vast ocean formed by many combinations
of swara among the 12 swara and in
between shruti microtones.

Fig. 4. Schematic of layakari steps and our
proposed straight line ati­ati­sukshm layakari.

The quantum modes in Tabla or even
vocal raga can be analogously explained
by the Newtonian Physics and
Mathematics laws of speed­distance­
acceleration­jerk­snap­crackle­pop. These
are levels of quantum sukshm going from
speed­acceleration to jerk to snap to
crackle to pop and that is similar to going
from sthula to sukshm to ati­sukshm to
ati­ati­sukshm to ati­ati­ati­sukshm and
the process goes on. Below in figure 5
we have show this in curve form where
each different colour curve is for speed
or acceleration or jerk or snap or crackle
or pop.

Fig. 5. Schematic graph of ati­sukshm modes in
form of speed­acceleration­jerk­snap­crackle­pop.

Conclusion:

There is an inner mathematics and physics
behind every thought intuition sadhana
tapascharya concentration conscious level
and genius. Even if emotions and
aesthetics and many years of sadhana
tapascharya is the most important part of
development of Tabla playing, but there
is also a dimension of mathematics and
physics which makes the whole process
a traditional beautiful experience. A
combination of mathematics and physics
and tradition and emotion and aesthetics
and tapascharya is cause of Tabla
evolution.

Future work:

To find the ‘sukshm quantum’ form of
the circular motions and apply to tihaai
peshkaar kayada chakardaar. To find the
asymmetric and non­circular and non­
repetitive motions in both Tabla and
Katthak. To go ahead of circular
schematic representations by scholars like
Arvind Mulagaonkar and try to propose
the concentric circular and ring­worm
circular schematics of both the Tabla taal
and the way our mind and brain thinks as
shown below in figure 6.

 

Fig. 6. Concentric circles and spiral circles motion
of an electron or the mind in quantum physics.

These schematics and their inner
mathematics will build more deep into
the mysteries of ati­sukshm modes in
Tabla and ati­sukshm modes in our minds
and brains way of thinking. We would

Tabla: Philosophical and Mathematical investigations



also work on the linkage between physics
concept of ‘iterations’ and layakari
concept in Tabla [9].
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