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The landscape of Indian Classical 
Music has always been deeply 
in te r twined  wi th  sp i r i tua l i ty 
and devotion, where this artistic 
expression becomes a medium of 
worship. Every note, every raga, and 
every lyrical expression is not merely 
an aesthetic pursuit, but is conceived 
as an act of worship, a bridge between 

Devotion and Stage
Anaida Naik* Dr. Shyama Kumari**

Indian Music is a triad of gaayan (vocal), vaadan (instrumental), and nritya (dance). 
These three have been India's cultural and spiritual life for centuries. Music is more 
than just an art form; it has served as a pathway to devotion and inner awakening. 
One of the many forms of devotional music, Haveli Sangeet, stands as a rare devotional 
form that is associated with Pushtimarg temples. Originally performed in havelis as an 

and talas. Over time, the essence of the haveli sangeet became diluted because of the 
shift from temple to concert stage.

Pandit Jasraj, an eminent artist of the Mewati Gharana, revitalised Haveli sangeet 
by presenting it in a concert framework while still preserving its spiritual sanctity.

This research paper aims to explore how Pandit Jasraj's musical vision and 
performance greatly impacted the preservation and popularisation of Haveli Sangeet, 
ensuring its relevance beyond the temple setting.

Keywords – Pandit Jasraj, Mewati Gharana, Haveli Sangeet, Devotion, 
Pushtimarg

the human and the divine. Hindustani 
Classical Music evolved with this 
conception in mind, because of which 
it came to be regarded as a means 
of Salvation (Moksha). One of the 

this devotional expression is Haveli 
Sangeet. 

* Research Scholar: Department of Vocal Music, Faculty of Performing Arts, Faculty of Performing 

Arts, Banaras Hindu University, Email: naikanaida53@gmail.com

** Assistant Professor, Department of Vocal Music, Banaras Hindu University, Email: shyama.vocal@

bhu.ac.in 
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The Haveli Sangeet tradition 
originated within the Pushtimarg 
Sect in the 16th century. This sect 
was established by Vallabhacharya. 
Lakshman Bhatt, a resident of 
Kaankrava village of South India, was 
blessed with a son named ‘Vallabh’ 
during his stay in Kashi. This child, 
later revered as Vallabhacharya, 
established a new branch of the 
Vaishnava faith, which, over time, 
came to be known as the Pushti 
Sampradaya (Satybhan). 

The foundation of the Pushti 
Sampradaya was not based solely 
on theory. It gradually shaped into 
a unique, rich culture. The core 
principle of this tradition was seva 
(devotional service), in which 
music assumed a central role. 
Over time, this devotional practice 
evolved into a musical tradition 
known as Pushtimargiya Sangeet. 
‘Pushtimargiya’ meaning the ‘Path 
of Grace’ (Interview by Pandit Jasraj 
and Pandit Askaran Sharma on Haveli 
Sangeet in Sangeet Sarita). It was 
considered the ultimate service to 
Lord Krishna. 

The word Haveli is a Persian 
word that means a grand and beautiful 
residence designed with elegance 
and comfort in mind (Chamak Laal 
Chabeel Das). However, in the 
Pushtimarg sect, temples in Gujarat 
came to be called havelis. As a result, 
the music performed in these temples 
came to be known as Haveli Sangeet. 

The deeply emotional  and 
traditional singing of Krishna’s divine 
pastimes was used as a support, 
through which, on one side, a current 

On the other hand, the development 
of Vishnu hymns and kirtans took 
place within the framework of musical 
melody and rhythm.

Founded by Vallabhacharya, this 
musical style gained recognition 
when it was primarily popularized 
by the eight  renowned poet–
singers. These singers were a group 
of 16th-century devotional poets 
associated with the Pushtimarg 
Tradition. They were given the 
name ‘Ashthchaap’, meaning ‘Eight 
Seals’, symbolizing their status 
as divinely authorized poets who 
carried the seal of Lord Krishna’s 
approval. This group comprised four 
disciples of Vallabhacharya – Surdas, 
Paramananddas, Krishnadas, and 
Kumbhandas – and four disciples of 
Vallabhacharya’s son, Vitthalanath – 
Govindswami, Nanddas, Chatiswami, 
and Chaturbhuj Das.

Haveli sangeet comes from the 
deep traditions of drupad, dhamaar, 
and prabandh gayaki; it also includes 
exponents of bhajan, kirtan, etc. It 
is mainly constructed on the drupad 
style with compositions related to 
temple rituals, festivals, and daily 
worship. This style was performed 
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daily in temples, which uplifted 
the environment spiritually. The 
compositions of Haveli Sangeet are 
mainly in Brajbhasha, the language of 
Krishna’s homeland. 

Haveli Sangeet has descriptions 
that are deeply devotional and 
centered around the life of Lord 
Krishna. It explores the different 
aspects of his divine play (leela). 
It contains pad (lyrics) that depict 

worship, episodes from Krishna’s 
childhood, his mischief in Gokul, 
stealing butter, playing with gopis 
and gopas, seasonal celebrations 
(Holi, Janamshthami), nature, and 
the sanctity and beauty of Vrindavan, 
Krishna’s emotional state of love, 
longing, and separation.

In Haveli Sangeet, Lord Krishna 
is worshiped in eight types of seva 
(service). The eight types of seva, 
also known as the ‘Ashtayam Seva’ 
(Satybhan), represent a daily ritual 
that devotees perform cyclically. 
These eight seva or services are 

Krishna’s day, from early morning 
awakening to night rest. The services 
are as follows: 
 1. Mangla: This marks the very 

symbolizing his awakening at 
dawn. The temple doors open to 
reveal the deity freshly bathed 
and still in a dreamy, peaceful 
state. 

 2. Shringaar: During this service, 
Krishna is  adorned wi th 
beautiful garments, ornaments, 

 3. Gwaal: This is when Krishna, 
the divine cowherd, sets out to 
graze the cows. 

 4. Rajbhaog: This is the main meal 

Krishna is believed to take rest. 
 5. Utthapan: In this seva, Krishna 

is awakened from his past lunch 
nap. 

of food, lighter and mostly a 
seasonal fruit. 

 7. Sandhya Aarti: This evening 
service welcomes Krishna 
back from the forest. The 
lamps are lit, songs are sung, 
and this worship has a festive 
atmosphere to represent his safe 
trip back home. 

 8. Shayan: This is the last service 
of the day before Krishna rests 
for the night. He is made ready 
for the bed, draped in soft attire, 
lullabies are sung, and the 
temple closes.

The ritual cycle of the eight daily 
sevas established the foundation for 
the rich devotional musical traditions. 

within the temple walls. It was not 

devotional repertoire of North India. It 

tied to Lord Krishna. The tradition 
began to fade through the medieval 
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and modern periods due to vandalism 
of temples, erosion of patronage, 
and changes in community worship. 
Modern influences, especial ly 
Bollywood and folk music, have 
largely replaced traditional temple 
music. Institutional neglect led to a 
lack of trained mentors, and schools 
left only a handful of practitioners. 
Over time, as Indian Classical Music 
evolved and the center of patronage 
shifted from temples to royal courts 
and public performances. 

Amid this decline, Pandit Jasraj 
emerged as a crucial revitalizer. 
He not only preserved but also 
popularized haveli sangeet through 
performances, musical recordings, 
educational initiatives, etc.

Haveli Sangeet

Pa nd i t  J a s r a j  p l a y ed  a n 
exceptional role in the revival and 
global appreciation of Haveli Sangeet, 
blending deep devotional feeling 
with outstanding classical expertise. 
Pandit Jasraj’s major influence 
came from Baba Shyam Manohar 
Goswami Maharaj, a distinguished 
expert in this sacred tradition. His 
profound knowledge of the classical 
and religious repertory was melded 
by the combination of guru-disciple 
traditions and familial instruction, 
which allowed him to maintain, create, 
and disseminate Haveli Sangeet with 
remarkable emotional depth and 
authenticity. 

He was among the very few 
Indian classical musicians who 
performed Havel i Sangeet  in 
numerous temples across India, 
thereby bringing this ancient form 
of devotional music from private 
temple rituals to the concert stage and 
recorded media.

Pandit Jasraj revived this tradition 
and introduced it to the concert 
audiences by performing classical 
haveli sangeet compositions globally. 
Pandit Jasraj researched, revived, and 
adapted Haveli Sangeet for the concert 
stage without compromising its 
devotional essence. He invested years 
collecting and learning traditional 
padas, kirtans, and bandishes from 
surviving temple musicians and 
scholars.

His contribution began with his 
landmark 1976 performance of the 
‘Sur Padavali’ on the occasion of 
Surdas’s 500th birth anniversary, 
which was released as an LP and 
exposed a broader audience to Haveli 
Sangeet. Under the guidance of 
temple experts and scholars, Pandit 
Jasraj not only performed traditional 
compositions but also explored the 
musical vocabulary of Ashtachhap 
poets such as Surdas, Nanddas, 
Kumbhandas, and Krishnadas. 
He masterfully set their padas 
and bandishes to classical ragas, 
introducing rare ragas specific to 
Haveli Sangeet, like Hori Sarang, 
Haveli Basant, Malav, and Sameri, 
that were otherwise almost forgotten.
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To spread Haveli Sangeet to a 
wider audience, he released Haveli 
Sangeet albums through Navras 
Records in collaboration with Sony 
Music India. A Varanasi recital 
organized by Kashi Sangeet Samaaj 
also released a full-length audio 
cassette with Pandit Jasraj’s Haveli 
Sangeet sung in Brajbhasha. Some 
notable international concerts- such 
as at Kensington Town Hall, London 
in 2000 – featured Haveli Sangeet 
along with talented accompanists like 
Pandit Bhawani Shankar (Pakhawaj), 
Kedar Pandit (Tabla), Smt. Kala 
Ramnath (Violin) and Mukund Petkar 
(Harmonium).

He revolutionized the Mewati 
Gharana style by infusing it with 
additional elements from Haveli 
Sangeet, making this tradition 
accessible to the listeners. Additional 
elements, like the use of Bhakti Ras 
in the singing style, a lot of bandishes 
related to Shri Krishna, use of a lot of 
murki, kan swar, and small phrases of 
taan. 

Pandit Jasraj 's commitment 
to and mastery of the devotional 
music tradition devoted to Lord 

compositions in Haveli Sangeet. His 
ability to combine traditional raga 
structures with profound spiritual 
expression is demonstrated by 
these pieces, which include his 
adaptations of ancient Haveli bhajans 
and creations like “Maai Mero Man 

Mohyo” and “Laal Gopaal Gulaal 
Hamari”.

His music preserves the religious 
spirit of Haveli Sangeet by elevating 
the listener's experience from aesthetic 
enjoyment to divine contemplation, as 
seen by these examples.

Raag- Hori Sarang 
Taal- Deepchandi
Sthayi:
Maai mero man mohyo saware 

mohe
Ghar angna na suhaave maai 
Antra:
Jyon jyon aankhin dekhiye 
Tyon tyon jiya lalchaaye maai
This Haveli Sangeet composition 

expresses the deep emotional 
surrender and longing of a devotee 
mesmerized by Krishna’s divine 
beauty. In the sthayi, the devotee 

Krishna has completely captivated 
the heart, making even the home and 
surroundings seem dull without him. 

The antara describes how each 
glimpse of Krishna only makes the 
heart yearn for him more. This piece 

of Haveli Sangeet and showcases 
how divine love is expressed with 
simplicity, tenderness, and profound 
feelings of devotion.

Raag- Haveli Basant (mixture of 
Raag Hemant and Raag Basant) 
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Taal- Deepchandi
Sthayi:

Aankhin me jin daaro ju
Antra: 

In antar jin paaro ju
The sthayi portrays the image of 

the radiant, child Gopal, whose divine 
beauty captivates the eyes of his 
devotees. He is playing with gulaal, 
and the devotees are asking him not to 
put gulaal (coloured powder) in their 
eyes, because if he does so, they will 
have to close their eyes, and for that 
second, they will not be able to see 
him. 

The antara continues this imagery, 
comparing Krishna’s face to the moon 
and his enchanting eyes to the chakori 
bird that gazes at it with love.

This composition portrays a 
beautiful blend of his mischievous 
nature and the devotee’s love for him.

Raag- Yaman
Taal- Deepchandi
Sthayi:

Antra:
Upaji paryo yeh koonkhi bhagya 

bal
Samudra seep jaise laal
Sab gokul ke pran jeevan dhan

a blessing, wishing that Krishna’s 

consort (Rani) and Gopal himself 
remain ever radiant and blessed. 

The antara describes the divine 
fortune that arises with Krishna’s 
presence, comparing it to a precious 
gem found within the sea’s depths and 
referring to him as the life and treasure 
of all of Gokul. This composition 

elevating art and devotion through 
the blend of classical music and 
spirituality.

Raag- Des 
Taal- Keherwa 
Sthayi:
Mrignayani ko yaar naval rasiya 

Mrignayani
Antra:
Atlas ko vaako lehengo sohe 
Jhumak saari more man basiya 

mrignayani
This Haveli Sangeet composition, 

“Mrignayani Ko Yaar Naval Rasiya 
Mrignayani,” set in Raag Des and Taal 
Keherwa, is a devotional and romantic 
portrayal of Krishna’s divine charm. 
The sthayi expresses the admiration 
of Mrignayani (Krishna’s beloved) 
for the enchanting and divine young 
Krishna.

The antara describes the beauty 
and grace of her attire, symbolizing 
devotion blended with aesthetic 
beauty. The piece reflects Pandit 
Jasraj’s style of combining classical 
precision with bhakti (devotion), 
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typical of the Haveli Sangeet tradition.

Raag- Kedar
Taal: Addha Teentaal
Sthayi:
Gokul me baajat kahan badhai
Peer bhayi hain nand ju ke dwaar
Ashth mahas siddhi aayi
Antra: 

Charan renu nahi paayi
Soyi nand ju ko put kahavat

This composition invites listeners 
to step into the joyous streets of 
Gokul. The scene rings with laughter, 
music, and the excitement of the 
arrival of Krishna. 

Through the words of the antara, 
everyone wonders how the divine 
chose to be a child in their midst, 
making the extraordinary accessible. 
This song doesn’t just narrate a 
festival; it creates a feeling of 
togetherness, wonder, and love for 
the divine that brings the listeners 
together.

Conclusion

In conclusion, Haveli Sangeet 

that honor Lord Krishna's glorious 
pastimes and is a magnificent 
fusion of spiritual devotion and 
classical musical perfection. The 
tradition has declined due to shifting 
sociopolitical environments and 
dwindling sponsorship, but visionary 

artists like Pandit Jasraj are largely 
responsible for its resurgence. With 
a steadfast commitment, he not 
only brought the Ashtachhap poets' 
classical compositions back to life 
but also breathed new life into them 
and added emotional depth, making 
Haveli Sangeet relevant and accessible 
to audiences worldwide today. Haveli 
Sangeet maintains a vibrant yet niche 
presence in 2025, with ongoing 
performances in temples, cultural 
festivals, and urban communities like 
Mumbai's Bhuleshwar, where the 
tradition persists after 250+ years

Beyond his own distinguished 
career, Pandit Jasraj's legacy endures 
vibrantly via his many pupils who go 
on spreading this precious art form 
with the same zeal and sincerity. 
These pupils, who received training 
in his distinctive fusion of technical 

have taken on the role of Haveli 
Sangeet's torchbearers, performing 
wor ldwide  and ign i t ing  new 
enthusiasm among both musicians 
and listeners. Some of the torchbearers 
are Pt. Rattan Mohan Sharma, Smt. 
Suman Ghosh, Smt. Tripti Mukherjee, 
Pritam Bhattacharjee, Gargi Siddhant, 
Kala Ramnath, Pt. Gautam Kale, 
Ankita Joshi, Dr. Vilina Patra, Sai 
Prasad Panchal, etc.

Because of their continued 
dedication, Haveli Sangeet's spiritual 
and musical core continues to be a 
vibrant, living tradition that unites the 
past and present and inspires devotion 
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and artistic brilliance for years to 
come.
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Introduction

Indian classical music is a 
guru-centric tradition, and among 
the four Vedas, the Sama Veda is 
regarded as the “Veda of Music.” It 

features the melodious rendition of 
hymns from the Rigveda, articulated 
through carefully structured notes 
and rhythms. The term “Sama” 
itself denotes melodious chanting 
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or musical recitation. In ancient 
times, sages imparted these Samas 
to their disciples through the oral 
tradition (guru-shishya parampara), 
wherein the powers of listening 

ensured the preservation of the purity 
of intonation, rhythmic accuracy, 
and sanctity of pronunciation 

comprehensive framework while 
discussing concepts such as Shruti, 
Swara, Rasa, Kaku, and others. As 
a revered teacher, he imparted this 
knowledge to his disciples, and 
through them, the musical tradition 
evolved as an oral transmission 
system. This tradition eventually came 
to be known as the Guru–Shishya 
Parampara, which has preserved the 
essence and purity of music across 
generations.

As centuries passed, this oral 
tradition evolved, adapting to the 
cultural and social context. During the 
Mughal period, Indian music entered 

Mughal courts gave Indian musicians 
and teachers the space to experiment, 

of music.
 It was during this era that this 

guru-shishya parampara came to be 
known as the gharana. The expression 
gharana originates from the Hindi 
term ghar. Socially, it refers to a group 
or family residing Grtogether under 
one roof, who characterize customs, 

traditional values, and artistic vision 
passed down from one generation 
to the next. Gradually, this inherited 
characteristic was shared from the 
distinctive hallmark lineage. Each 
gharana maintains its own musical 
principles and manner of rendition, 

through successive exponents. The 
naming of a gharana is generally 
derived from the region associated 
with its founder. Thus emerged 
gharanas such as Gwalior, Agra, 
Jaipur-Atrauli, Patiala, and Bhendi 
Bazaar. Within the tradition of the 
Bhendi Bazaar Gharana, its musical 
lineage originates from Ustad Dilawar 
Hussain Khan and his three sons 
— Ustad Chajju Khan, Ustad Nazir 
Khan, and Ustad Khadim Hussain 
Khan. All three brothers received 
their initial musical education under 
the guidance of their father. To further 
enhance their artistic proficiency, 
they later took taalim under Ustad 
Inayat Khan of the Rampur-Sahaswan 
Gharana and then went to Jaipur, 
where they pursued advanced training 
in Dhrupad from Ustad Inayat Khan of 
the Dagar Gharana.

In the year 1870, they shifted to 
Mumbai and settled in an area called 
Bhendi Bazaar. The brothers evolved 
a unique vocal style and earned 
recognition as renowned vocalists 
from the Bhendi Bazaar region. Their 
style was called the Bhendi Bazaar 
Gayaki. This gharana has produced 
many eminent disciples, condensed in 
the three-lineage chart given below. 
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Dr. Suhasini Koratkar, also known 
as Niguni, was a brilliant musician 
and a thoughtful, thought-provoking 
musicologist, writer, composer, and 
respected guru. Born on November 

30, 1944, she was one of the most 
dedicated musicians. She hailed from 
a middle-class household enriched 
with cultivated culture and sensibility. 
Classical music greatly appealed to 
Suhasini Tai’s family. Her father, 
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Ramrao, was a profound music lover, 
and her mother, Sarla Tai, received 
training in harmonium, violin, and 
singing, creating a strong musical 
environment for Suhasini Tai.

Her father, Ramrao Saab, served 

Air Force. Because of the constant 
transfers associated with his service, 
the family relocated frequently.

Suhasini Tai pursued her initial 
studies in Bangalore, Mumbai, 
and Pune. In 1961, she completed 
her graduation in Economics from 
Fergusson College, Pune. Later, 
her research work on the spiritual 

prestigious degree of Sangeetacharya 
in 1968.

When the family moved to 
Pune, she came under the structured 
guidance of the illustrious guru, 
Pandit Trimbakrao Janorikar, of 
the Bhendi Bazaar Gharana. Tai’s 
musical personality was profoundly 
shaped by her training under the 
strict yet inspiring guru, Pandit 
Trimbakrao Janorikar. He taught 
her all the hallmarks of the Bhendi 
Bazaar Gharana. He not only trained 
her in the techniques of music but 
also instilled in her a deep sense of 
the inner values of the Bhendi Bazaar 
Gharana, which include expressive 
alaap, flowing meend, rhythmic 
clarity, and delicate expression of 
bandishes.

She learned music from her guru 
with deep dedication and sincerity, 

and after 7–8 years of intense riyaaz 
(rigorous practice), she stepped onto 

She was a fabulous performer, 
widely appreciated for her elegant 
stage persona, expressive musicality, 
and profound artistic sensitivity. She 
reached audiences worldwide as she 
performed at numerous international 
festivals, showcasing the rich legacy 
of Hindustani classical music and the 
Bhendi Bazaar Gharana, embodying 
its aesthetic purity and traditional 
ethos. With immense grace, she 
earned a reputation as a renowned 
and respected artist of Indian classical 
music.

Role as a Key Promoter

Suhasini Koratkar was deeply 
committed to preserving the legacy 
of her gharana. Realizing that its 
traditions were slowly fading, she 
recognized the need to create greater 
awareness among people to ensure 
its revival and continuity. To achieve 
this, she carried forward the sammelan 
pratha established by her guru and 
introduced her own initiatives to 
sustain and promote the gharana’s 
rich musical heritage. She has made 
numerous significant contributions 
towards the advancement of her 
musical tradition, notably through 
her profound dedication as a guru. 
Shastri Koratkar, as a Guru, upholds 
the true essence of the Guru-Shishya 
Parampara, blending discipline with a 
deep bond, personal guidance, and the 
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holistic transmission of knowledge. 
She focused on the improvisation of 
a raga through the use of khandmeru 
and appropriate combinations of 
notes to highlight its beauty. She 
emphasized improving tonal clarity, 
swarasuddhata (purity of notes), 
meticulous control of laya (rhythm), 
proper breath control, and the use of 
beautiful notes, along with ornaments 
such as gamak, meen, and sapat taan. 
To spread awareness, preserve the 
legacy of her gharana, and create a 
love for classical music across all 
strata of society, she created various 
innovative programs and conducted 
numerous performances. To spread 
awareness, preserve the legacy of her 
gharana, and create a love for classical 
music across all strata of society, she 
created various innovative programs 
and conducted numerous workshops, 
some of them are
 - Workshop on vocal music - Goa 

University (2008)
 - Lecture demonstration with 

Naina Devi & Shobha Mudgal.
(ICCR 1988) 

Recording published in Paris: a 
CD titled " Bhendi bazar gharana."

To preserve the literary, poetic, 
and musical intricacies of her gharana 
and uphold the legacy of her esteemed 
guru. She compiled various bandishes 
and published them in a book, 
“AMER BANDISHE”

Compositions of - Us. Aman Ali 
Khan (named as 'Amar')

 Compilation by – Dr. Suhasini 
Koratkar

The Book comprises  129 
bandishes from 77 Ragas. They are 
sung by leading vocalists of Bhendi 
Bajar Gharana- late Dr Suhasini 
Koratkar, Smt Anuradha Kuber, Pt 
Sharad Jambhekar, and Smt Kishori 
Janorikar.

Having composed more than 
a hundred bandishes, it would be 
prudent to mention that she was 
an outstanding and highly skilled 
composer.

Niguni Rang (Bhendi Bazar 
Gharana) (Bandish Notations)

This book comprises bandishes 
composed by Bhendi Bazar Gharana‘s 
artist Dr. Suhasini Koratkar, under the 
name of ‘Niguni’. The compilation, 
notation and recording of these 
bandishes was done by Smt. Kishori 
Janorikar, who herself was the student 
of Dr. Koratkar, who had learned from 
her Guru, Pt. T.D. Janorikar of Bhendi 
Bazar Gharana.

The bandishes have a soulful taste 
with a wide range in ragas.

The book includes 86 bandishes 
in 51 ragas.

Some of bandish which were 
composed by her 
  Gun hi na ho to Niguni tum 

gunan ki ho kali tum sakal kala 
ke dhani

  Raag – Shana
  Taal - Drut Ektaal
  Ghanan Ghanan garjat 
  Raag- Malhar mala
Taal- madhya lay. Teental
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  Sundar angana bethi nikas ke,

   (Antara)

  Raag - shana
  Taal - Adha Teentaal

About the Bandish : In the bandish 
the scene of charming courtyard, 
where the heroine steps out with quiet 
elegance and sits gracefully. With a 
gentle smile, she engages her beloved, 
seeking to restore harmony through 
tender persuasion. She completely 

   Sadan ati mand mand sahali ayi 
Rasik nik mand dhari

  Raag – Narayani
  Taal - ektaal

About the Bandish  :To the 
beloved’s abode, a gentle breeze 
comes softly and the lover the 
connoisseur of beauty or emotion 
steps out gracefully, adorned with 
elegance and charm
   Sthayi: Na ham de na ham ko, 

ham so ham jaan, jeev tu taj 
khalu aham

  (Antara) 
  Kasmat man panchi jagat mo, 

amar hriday mai sohe so ham
           Raag - Bhatiyar
           Taal - Teentaal

About the Bandish:I am neither 
the body nor the mind;

I am my true self — pure 
consciousness itself.

O restless mind, like a bird 
wandering the world, know this —

The immortal one dwells in the 
heart; that eternal being is who I truly 
am. 

Conclusion

She is known as a torchbearer of 
the Bhendi Bazaar Gharana because 
of her dedication and her profound yet 
unassuming contribution to preserving 
and promoting its tradition. She 
devoted her life to teaching, guided 
by devotion and sincerity rather 
than the pursuit of recognition. Her 
focus remained on achieving and 
documenting musical works, while 
also collecting stories and experiences 
from esteemed gurus to ensure that the 
continuity and essence of the tradition 
remain alive. She also preserved the 
rare bandishes of the Bhendi Bazaar 
Gharana, helping future generations 
connect with its timeless legacy.

Today, her legacy continues to 
flourish through her disciples and 
followers, who carry forward the 
same values and musical vision that 
she upheld throughout her life. These 
present takers of Suhasini Koratkar’s 
legacy are keeping the Bhendi 
Bazaar Gharana alive through their 
performances, research, and teaching. 
They not only uphold her musical 
ideals but also share her dedication to 
authenticity, discipline, and aesthetic 
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and soulful tradition of the Bhendi 
Bazaar Gharana continues to reach 
new audiences while preserving its 
original essence.

Among the prominent disciples 
who continue to carry her legacy 
forward are *Shubhangi Janorikar, 
representing the Janorikar family’s 
musical lineage; **Ragini Kausadikar, 
who actively performs and teaches 
Bhendi Bazaar *bandishes; and 
*Kishori  Janor ikar,  who has 
documented and notated  Dr. 
Koratkar’s compositions in the book 
*Niguni Rang published by Sanskar 
Prakashan. Other devoted disciples 
include *Sadhana Joshi, associated 
wi th  the  J anor ika r–Kora tka r 
*parampara through her teaching and 
performances, and *Anuradha Kuber, 
a noted vocalist whose recordings 

repertoire. **Sharad Jambhekar* and 

of the Janorikar–Koratkar lineage 
also continue to teach, perform, and 
preserve the gharana’s traditional 
compositions, ensuring its continuity 
in contemporary musical practice.

Thus, Dr. Suhasini Koratkar’s 
name remains synonymous with 
commitment, humility, and devotion 
to music. Her life’s work stands 
as a living example of how one 

strengthen an entire gharana, ensuring 
that its beauty and depth continue to 
inspire generations to come.

Reference

 1. Amar Bandishe (Bhendi Bazar 
G h a r a n a ) .  M um ba i :  S an sk a r 
Prakashan.

 2. B a g c h e e ,  S a n d e e p .  N a a d : 
Understanding Raag Music. New 
Delhi: Eeshwar, 1998.

 3. Bhave, Prasad. “Bhendi Bazaar – The 
Area, The Gharana, The Gayaki.” 
Prasad Bhave Blog, 24 Mar. 2015, 
[https:/ /prasadbhave.wordpress.
com/2015/03/24/bhendi-bazaar-
the-area-the-gharana-the-gayaki/]
(https:/ /prasadbhave.wordpress.
com/2015/03/24/bhendi-bazaar-the-
area-the-gharana-the-gayaki/).

 4. “Bhendi Bazaar Gharana.” Mid-Day, 
[https://www.mid-day.com/mumbai/
mumbai-news/article/bhendi-bazar-
gharana-144737](https://www.mid-
day.com/mumbai/mumbai-news/
article/bhendi-bazar-gharana-144737)

 5. “Bhendi Bazaar Gharana.” Wikipedia: 
The Free Encyclopedia, Wikimedia 
Foundation, Oct. 2025, [https://
en.wikipedia.org/wiki/Bhendi_Bazaar_
gharana](https://en.wikipedia.org/wiki/
Bhendi_Bazaar_gharana).

 6. “Bhendi Bazaar Gharana – Information 
& Family Tree.” Swaramandakini, 
[ h t t p s : / / s w ar a m a n da k i n i . c om /
information-family-tree.aspx](https://
swaramandakini.com/information-
family-tree.aspx).

 7. “Bhendi Bazaar Gharana: A Rare 
Musical Heritage.” G5A Foundation 
for Contemporary Culture, [https://
bhendibazaargharana.g5a.org/about/]
(https://bhendibazaargharana.g5a.org/
about/).

 8. “Bhendi Bazaar Gharana:  The 
Musical Legacy of Mumbai.” Peepul 
Tree / Live History India, 2021, 
[https : / /www.peepul tree.wor ld /

DOI- 10.65403/bhairavi.vol29.024 Suhasini Korathar - The Silent Torchbearer... / 171



livehistoryindia/story/living-culture/
bhendi-bazaar-gharana](https://www.
peepultree.world/livehistoryindia/
story/living-culture/bhendi-bazaar-
gharana).

 9. “Bhendi Bazaar’s Rich & Untapped 
History Is Largely Unknown.” The 
Indian Express, [https://indianexpress.
c o m / a r t i c l e / c i t i e s / m u m b a i /
bhend i-bazaar s - r ich-unt apped-
his tory-preservation-9520293/]
( h t t p s : / / i n d i a n e x p r e s s . c o m /
a r t i c l e / c i t i e s / mu m ba i / bh e n d i -
bazaars-r ich-untapped-h is tory-
preservation-9520293/).

 10. Deshpande, Vamanrao. Indian Musical 
Traditions: An Aesthetic Study of 
the Gharanas in Hindustani Music. 
Bombay: Popular Prakashan, 1987.

 11. “Farewell, Bhendi Bazaar.” Mumbai 
Reader, Urban Design Research 
Institute, 2013.

 12. Koratkar, Suhasini. “Bhendi Bazaar 
Gharana:  A Dist inct ive Vocal 
Tradition.” Lecture-demonstration 
Paper, International Music Workshop, 
Pune, 2015.

 13. Kothari, Sunil. The Gharanas of 
Hindustani Music. New Delhi: Sangeet 
Natak Akademi, 1997.

 14. Nair, Jyoti. “A Style as Intriguing as 
the Name: Bhendi Bazaar Gharana 
and Lata Mangeshkar.” The Hindu, 4 
Jan. 2018, [www.thehindu.com](http://
www.thehindu.com).

 15. Ranade, Ashok D. Hindustani Music: 
Tradition in Transition. Delhi: Popular 
Prakashan, 1990.

 16. “Sahapedia: Dr. Suhasini Koratkar – 
Bhendi Bazaar Gharana Exponent.” 
Sahapedia, [https://www.sahapedia.
org](https://www.sahapedia.org).

172 / DOI- 10.65403/bhairavi.vol29.024



1 Introduction

Music has been an integral 
component of Indian philosophical 
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psychological and physiological 
balance are found extensively in 
ancient Indian texts. In contemporary 
times, Music Therapy has evolved 

integrating musicology, neuroscience, 
psychology, and medicine.

In hospital environments, where 
patients often experience emotional 
distress alongside physical illness, 
Music Therapy serves as a non-
pharmacological intervention capable 
of addressing mental well-being 

Hospital, Amravati, has initiated 
structured Music Therapy sessions as 
a complementary therapeutic practice, 
particularly for neurological and 
stress-related disorders.

The present study attempts a 
systematic academic analysis of 
these sessions, focusing on their 
therapeutic design, clinical relevance, 
and observable outcomes.

The primary objectives of the 
present research are:
 1. To  s tud y  the  s t ruc tu ra l 

framework of Music Therapy 
s e s s i o n s  c o n d u c t e d  a t 
Radiant Hospital, Amravati, 
Maharashtra.

 2. To analyse the therapeutic 
impact of selected ragas, 
rhythmic patterns, and chanting 
practices on patients.

 3. To evaluate patient responses 
f r o m  n e u r o l o g i c a l  a n d 
psychological perspectives.

 4. To establish Music Therapy as a 
viable interdisciplinary clinical 
practice within Indian hospital 
systems.

The research follows a mixed-
method  approach  combin ing 
qual i tat ive  and observational 
techniques.

3.1 Research Design

A descriptive and analytical 
research design was adopted to 
document therapeutic processes and 
patient responses over time.

3.2 Sample Selection

Patients undergoing treatment 
at Radiant Hospital for Parkinson’s 
disease, Dementia, Post-Stroke 
rehabilitation, Anxietydisorders, 
and Chronic stress conditions were 
included. Participation was voluntary 
and conducted with medical consent.

3.3 Therapeutic Modules Applied

The music therapy intervention 
was organized into structured 
therapeutic modules, each designed 
to address specific neurological, 
psychological ,  and emotional 
parameters. The modules were 
applied selectively based on patient 
diagnosis, cognitive capacity, and 
therapeutic objectives, ensuring both 
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clinical appropriateness and aesthetic 
coherence.

Regulated Breathing

administered in conjunction with 
controlled breath patterns to facilitate 
respiratory synchronization and 
autonomic regulation. The prolonged 
vocalization of Om encouraged slow, 
rhythmic breathing, contributing to 
parasympathetic activation and mental 
calming.

Clinically, this module supported 
stress reduction, improved focus, and 
emotional grounding, particularly 

anxiety, hypertension, and post-stroke 
emotional instability.

Listening

Receptive listening sessions 
were structured around selected 

their emotional intentionality (rasa) 
and tonal stability. Patients were 
guided to listen attentively without 
active performance, allowing passive 
emotional engagement and cognitive 
relaxation.

This module enhanced attention 
span, emotional receptivity, and 
memory association, especially in 
elderly and dementia patients, by 
activating culturally familiar auditory 
schemas.

3.3.3 Beat Therapy for Motor 
Coordination

Beat Therapy employed consistent 

stimulate motor synchronization and 
neural timing mechanisms. Percussive 
accents and repetitive rhythmic cues 
were utilized to assist patients with 
Parkinson’s disease and post-stroke 
motor impairments.

Clinical observation indicated 
improvement in gait regularity, 
muscular coordination, and reduction 
of rigidity, suggesting effective 
sensorimotor coupling through 
rhythmic auditory stimulation.

3.3.4 Guided Musical Meditation

Guided musical meditat ion 
integrated soft melodic phrases 
with verbal or non-verbal cues, 
encouraging inward focus and 
emotional stabilization. This module 
supported mental clarity, reduced 
agitation, and enhanced emotional 
regulation, particularly in patients 
with anxiety, depression, and stress-
related disorders.The gradual melodic 
progression facilitated a sustained 
state of relaxation without inducing 
sensory overload.

Sound Intervention

Mantra repetition was applied as 
a vibratory sound-based therapeutic 
module, emphasizing rhythmic 
repetition and tonal consistency. 
The repetitive sonic pattern aided 
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in synchronizing breath, cognitive 
focus, and memory recall.This module 

with cognitive decline, emotional 

repetitive sound structures reinforced 
neural stability and emotional 
reassurance.

Collectively, these therapeutic 

synthesis of clinical neuroscience, 
psychological therapy, and Indian 
sound aesthetics. Their modular 
application enabled personalized 
in tervent ion s t ra teg ies  whi le 
m a i n t a i n in g  m e t h o d o lo g i c a l 
consistency across therapy sessions.

3.4 Data Collection Tools

Observational notes, patient 
feedback forms,  neurological 
assessments  provided by the 
consulting neurologist, and session-
wise response documentation were 
used for data collection.

Sessions

The music therapy interventions 
conducted at Radiant Super Speciality 
Hospital, Amravati were implemented 
using a systematic and clinically 
supervised session framework. The 
structure was designed to ensure 
consistency across patient groups 
while allowing adaptability based 
on neurological and psychological 

conditions.  All  sessions were 
conducted in a controlled acoustic 
environment to minimize external 
auditory interference and optimize 
therapeutic outcomes.

4.1 Preparatory Phase

Each session commenced with 
a preparatory phase focusing on 
physiological stabilization and 
attentional readiness. Patients were 
guided through controlled breathing 
techniques to regulate autonomic 
nervous system responses. This 

reducing baseline anxiety, muscular 
tension, and sensory overload, thereby 
preparing patients for structured 
auditory engagement.

From a clinical standpoint, 
this phase facilitated respiratory 
synchronization and improved 
oxygenation, while from a therapeutic 
perspective, it enhanced attentional 
focus and receptivity to sound stimuli.

4.2 Core Therapeutic Musical 
Intervention

The core phase involved active 
or receptive musical engagement, 
selected according to the patient’s 
clinical diagnosis and cognitive 
capacity. Rhythm-based musical 
interventions were administered 
for patients with neurological 
impairments such as Parkinson’s 
disease and post-stroke motor 
dysfunction. These interventions 
emphasized consistent tempo, 
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repetitive rhythmic patterns, and 
structured phrasing to support motor 
coordination and neural timing.

For patients with psychological 
and emotional disorders, melodic and 
raga-based listening sessions were 
employed. The musical material was 
chosen to maintain moderate tempo 
and emotional stability, ensuring 
therapeutic engagement without 
cognitive fatigue.

4.3 Silent Absorption and Relaxation 
Phase

F o l l o w i n g  t h e  m u s i c a l 
intervention, a structured silent 
absorption phase was incorporated 
to allow internalization of the 
auditory experience. This period of 
reduced sensory input facilitated 
parasympathetic activation and 
emotional assimilation.

Clinically, patients exhibited 
dec reased  muscular  r ig id i ty, 
stabilized breathing patterns, and 
visible relaxation. Conceptually, 
this phase aligns with the Indian 

continues beyond audible perception.

4.4 Feedback and Observational 
Assessment

and non-verbal feedback assessment, 
adapted to individual communicative 
abilities. Behavioural markers such 
as facial expression, eye contact, 
posture, spontaneous movement, 

and emotional responsiveness were 
systematically observed and recorded.

This observational data formed a 
qualitative component of the study, 
providing insight into immediate 
therapeutic effects and patient 
engagement.

5.1 Neurological Outcomes

P a t i e n t s  d i a g n o s e d  w i t h 
Parkinson’s disease and post-stroke 
motor impairments demonstrated 
measurable improvement in rhythmic 
motor synchronization following 
repeated exposure to beat-based music 
therapy (Beats of Balance). Clinical 
observations indicated reduction 
in muscular rigidity, enhanced gait 
regularity, and improved coordination.

These outcomes suggest that 
rhythmic auditory st imulation 
facilitates sensorimotor coupling and 
alternative neural pathway activation, 
compensating for impaired internal 
motor timing mechanisms.

5.2 Psychological and Emotional 
Outcomes

Patients experiencing anxiety 
disorders, stress-related conditions, 
and emotional dysregulation showed 
decreased restlessness and improved 
emotional stability over successive 
sessions. Improved sleep quality and 
reduced agitation were also reported.

In patients with dementia, 
increased alertness,  sustained 
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attention, and emotional engagement 
were observed during sessions 
involving familiar melodic structures. 

music therapy in accessing preserved 
emotional and memory-related neural 
circuits.

5.3 Aesthet ic  and Cogni t ive 
Engagement

Raga-based listening interventions 
d attention span, 

emotional receptivity, and cognitive 
engagement. The culturally familiar 
tonal frameworks of Indian classical 
music provided emotional reassurance 
and reduced psychological resistance 
to therapy.

The aesthetic organization of 
raga - characterized by emotional 
intentionality (rasa), tonal stability, 
and gradual melodic progression 
-  contr ibu ted  to  therapeut ic 
e f f e c t i v e n e s s  b y  f o s t e r i n g 
predictability and emotional safety.

5.4. Discussion

T h e  f i n d i n g s  o f  t h i s 
interdisciplinary study highlight 
that the integration of clinical music 
therapy protocols with Indian classical 

interventions support neurological 
rehabilitation, while melodic and raga-
based approaches facilitate emotional 
regulation and cognitive engagement.

The structured session design 
ensured clinical consistency, while 

the aesthetic sensitivity of musical 

selection enhanced patient compliance 

and therapeutic depth. These outcomes 

reinforce the relevance of culturally 

contextualized music therapy within 

modern clinical settings.

The collaborative engagement 

between the Department of Music, 

Mahila Mahavidyalaya, Amravati and 

the Department of Neurology, Radiant 

Super Speciality Hospital, Amravati 

underscores the interdisciplinary 

foundation of the present study. 

This collaboration establishes Music 

Therapy as a functional interface 

between artistic practice and clinical 

science ,  integrat ing aesthet ic 

knowledge with neuroscientific 

expertise.

The involvement of neurological 

professionals enabled systematic 

clinical observation, diagnostic 

interpretation, and therapeutic 

supervision, thereby strengthening 

validity of the observed outcomes. 

Simultaneously, the music department 

contributed aesthetic structuring, 

raga selection, rhythmic design, 

and culturally informed therapeutic 

frameworks.

Such interdisciplinary synergy 

validates Music Therapy not merely 

as an experiential art form but as a 
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clinically relevant complementary 
intervention, capable of contributing 
meaningful ly  to  neurologica l 
rehabilitation and psychological care 
within institutional healthcare settings.

All Music Therapy sessions were 

conducted in strict adherence to 

ethical standards of clinical research 

and therapeutic practice. Informed 

consent was obtained from all 

participants or their legal caregivers 

prior to participation. Patients were 

clearly informed about the nature, 

objectives, and complementary status 

of the intervention.

Music Therapy was applied 

exclusively as an adjunct ive 

therapeutic approach and did not 

replace or interfere with ongoing 

medical treatments, pharmacological 

regimens, or clinical procedures. 

Patient confidentiality and dignity 

were maintained throughout the 

study, and participation was entirely 

voluntary, with the option to withdraw 

at any stage without any clinical 

consequence.

The ethical framework ensured 

patient safety, transparency, and 

respect for individual autonomy, 

aligning the study with institutional 

and  na t ional  research  e thics 
guidelines.

Analysis

40–50 01 10%

50–60 01 10%

60–70 07 70%

70–80 01 10%

Total 10 100%

The predominance of patients in 
the 60–70 age group (70%) indicates 
that Music Therapy was primarily 
applied to a geriatric population, 
which is clinically significant 
due to the higher prevalence of 
neurodegenerative disorders in this 
age bracket.

Clinical Condition Number Percentage

Parkinson’s Disease 03 30%

Dementia 02 20%

Parkinson’s + Dementia 01 10%

Other Conditions 04 40%

Total 10 100%

A total of 60% of participants 
were diagnosed with Parkinson’s 

the relevance of Music Therapy 
in neurological  and cognit ive 
rehabilitation contexts.
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Despite zero prior exposure to 
Music Therapy, patients demonstrated 
uniformly positive psychological and 
cognitive responses, indicating the 

musical intervention.

Physical Number Percentage

Felt More 05 50%

Energetic

Felt More 05 50%

Relaxed

Felt Tired 00 00%

Music Therapy produced a 

promoting relaxation and energy, 
without inducing fatigue—an ideal 
outcome in clinical therapy settings.

9. Results

The statistical analysis reveals a 
consistently high positive response 
rate across emotional, cognitive, 
physical, and sleep-related parameters. 

The presence of somatic vibrational 
awareness (90%) supports the 

framework of Music Therapy.
These results empirically validate 

that Music Therapy at Radiant 
Hospital functions as a holistic, 

therapy, particularly for geriatric and 
neurological patients.

8. Conclusion

The present interdisciplinary 
study establishes that structured 
Music Therapy sessions conducted 
a t  Radian t  Super  Spec ia l i ty 
Hospital, Amravati exert a positive 

Interest in Music 10 00 100%

Prior Exposure to Music Therapy 00 10 00%

Mood Improvement 10 00 100%

Memory Improvement 10 00 100%

Bodily Vibration Sensation 09 01 90%

Improved Sleep Quality 10 00 100%
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psychological, and emotional health 
parameters. Observed improvements 
in motor coordination, emotional 
stability, attentional engagement, and 

relevance of Music Therapy as a 
complementary intervention.

The  f ind ings  suppor t  the 
systematic inclusion of Music 
Therapy within Indian healthcare 
and rehabilitation frameworks, 
particularly in neurological and 
mental health settings. Furthermore, 
the study highlights the necessity 
for future research involving 
empirical methodologies, statistical 
validation, longitudinal assessment, 
and standardized clinical scales to 
strengthen evidence-based practice.

avenues for policy-level recognition, 
academic integration, and institutional 
implementation of Music Therapy 
across hospitals and rehabilitation 
centres in India, thereby reinforcing its 

and culturally resonant therapeutic 
modality.
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1. Introduction

In Hindustani classical music, 
the term Gharana denotes a lineage-
based tradition of musical thought, 
pedagogy, and performance practice 
relayed primarily through the Guru–
Shishya parampara. Each Gharana 
preserves a distinct approach to raga 
development, technique, and aesthetic 

expression. Among instrumental 
traditions, the Maihar Seniya Gharana 
holds a unique position because of its 
holistic vision of instrumental music 
and its persistence on structural clarity 
and discipline.

Before the emergence of the 
Maihar tradition, the Sitar was 
often perceived as a lighter melodic 

An Analytical Study of Sitar Techniques 

Hindustani instrumental music owing to its systematic and disciplined approach to 

the principal Sitar techniques associated with the Maihar Seniya Gharana, examining 
their historical background, technical features, and aesthetic orientation. Special 

strings, advanced meend techniques, and rhythmic elaboration in gat and jhala. The 

is also discussed in order to understand how the Maihar style was consolidated and 
disseminated. The study argues that through structural innovation and technical 
discipline, the Maihar Seniya Gharana established the Sitar as a complete and 
independent solo instrument capable of deep melodic and spiritual expression.
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instrument, frequently engaged in 
accompaniment or semi-classical 
contexts. The Maihar Seniya Gharana 
played a pivotal role in altering this 
perception by introducing techniques 
derived from the Dhrupad and 
Beenkar traditions and adapting 
them effectively to the Sitar. 
Consequently, the instrument acquired 
the depth, gravitas, and expressive 
range necessary for elaborate solo 
performance.

The objective of this paper is 
to present an analytical study of the 
Sitar techniques developed within the 
Maihar Seniya Gharana and to assess 
their contribution to the evolution 
of Sitar performance in Hindustani 
classical music.

The Maihar Seniya Gharana 
originated with Baba Allauddin 
Khan (1862–1972), one of the 
most influential figures in Indian 
instrumental music. His rigorous 
training under Ustad Wazir Khan of 
the Rampur-Senia tradition grounded 

and the Beenkar style of Rudra Veena 
playing¹. Baba Allauddin Khan’s 
mastery over multiple instruments 
enabled him to conceptualize 
instrumental music as an integrated 
discipline rather than a collection of 
isolated instrumental techniques.

A central principle of the Maihar 
Seniya Gharana was that instrumental 

music should possess the same depth, 
seriousness, and completeness as 
vocal music. Baba Allauddin Khan 
emphasized slow and systematic alap, 
purity of swara, and gradual rhythmic 
expansion. These principles were 
transmitted to his disciples, including 
Pandit Ravi Shankar, Ustad Ali Akbar 
Khan, and Pandit Nikhil Banerjee, 
who carried forward the Maihar 
aesthetic in their tradition².

3.1 Introduction of Kharaj Strings

One of the most important 
technical developments associated 
with the Maihar Seniya Gharana 

structure. The introduction of kharaj 
(bass) strings extended the lower 
register of the instrument, allowing 
performers to execute Dhrupad-
ang alap in the mandra saptak³. 
This innovation enabled the Sitar to 
approximate the depth and resonance 
of the surbahar and Rudra Veena.

3.2 Tuning and Pitch

Maihar Sitarists preferred lower 

in order to achieve a deeper and more 

enhanced the meditative character of 
the alap and strengthened the overall 
sonic weight of the performance. 

in ensemble contexts, particularly 
in jugalbandi presentations with the 
sarod.
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3.3 Frets and Mechanical Adjustments

In order to facilitate extended 
and continuous meend, some Maihar 
Sitars incorporated an additional 
fret. Mechanical adaptations such as 
the hook system were introduced to 
control excessive vibration of heavy 
bass strings during fast passages, 
ensuring clarity in jhala and complex 

Gharana

The alap in the Maihar tradition 
is slow, expansive, and meditative 
in nature. Emphasis is placed on 
sustained notes, precise intonation, 
and the gradual unfolding of the raga’s 
melodic character. Ornamentation is 
used sparingly, allowing the intrinsic 

The use of kharaj strings in the lower 

approach.

4.2 Jod and Rhythmic Transition

Following the alap, the jod 
introduces a subtle sense of pulse 
without the explicit use of tala. This 
section functions as a transitional 
phase between the unmetered alap 
and the rhythmically structured gat. 
In the Maihar style, the jod retains 
the seriousness and depth of the alap 
while gradually increasing melodic 
movement.

4.3 Tantrakari and Meend

Tantrakari forms the technical 
foundation of Maihar Sitar playing. 
The focus is on exploiting the 
instrument’s inherent capabilities 
rather than imitating vocal phrasing. 
Long, controlled meends spanning 
multiple swaras on a single string 

Techniques such as krintan and 
zamzama are employed with restraint, 
contributing to clarity, precision, and 
strength of expression.

4.4 Gat and Jhala

degree of rhythmic sophistication. 

comprehensive understanding of 
rhythm, Maihar gats often incorporate 
intricate layakari and structured 

the performance with energetic 
rhythmic articulation, balancing 
technical brilliance with aesthetic 
control.

Pandit Ravi Shankar played a 
crucial role in systematizing and 
disseminating the Maihar Sitar 
tradition at national and international 
levels. His emphasis on structured 
presentation, clarity of form, and 
pedagogical discipline brought 
widespread recognition to the Maihar 
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P a n d i t  N i k h i l  B a n e r j e e 
represented a more introspective 
dimension of the Gharana. His 
performances were characterized 
by  prolonged  al ap ,  minimal 
ornamentation, and intense raga 
exploration, reflecting the deeper 
philosophical orientation of the 

6. Conclusion

The Maihar Seniya Gharana 
made a lasting contribution to the 
development of Sitar performance 
by integrating Dhrupad-based alap, 
advanced tantrakari, and structural 
innovation of the instrument. Through 
its emphasis on discipline, depth, 
and clarity, the Gharana elevated 
the Sitar to the status of a complete 
and independent solo instrument. 
The techniques developed within 

contemporary Sitar pedagogy and 

relevance of the Maihar Seniya 
Gharana in Hindustani classical music.
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Bharatanatyam, one of the most 
ancient Indian classical dances, 
originated from the sacred walls of the 
temples in South India. Bharatanatyam 
was being performed by the Devadasis 
in the temple with the bhava of 
Bhakti and surrender. For Devadasis, 
performing this dance form was an 
act of worship in their way. Later 
on, when Bharatanatyam started 

to be presented on the stage, the 
legendary Rukmini Devi Arundale 
“introduced the Nataraja image in 
order to create a temple on the stage. 
The opinion is diametrically opposed 
to that held by the devadasis who 
were performing Bharatanatyam 
on the concert stage during the 
same period.”  T. Balasaraswati, the 
renowned Bharatanatyam exponent 
and also devadasi, “she never had 

present the dance performances with the essence of spirituality. The dance used to be 

Varnam, Padam, Javali, and Ashtapadi. And there is also a connection between the 

highlights how performers execute these items with devotion and ultimately connect 
with the audience, evoking a sense of spirituality. The paper also focuses on the role of 
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a Natraja on the stage. She did not 
believe in that sort of thing, bringing 
the temple to the stage. She was 
opposed to this. She said, it is in the 
mind.”  Certainly, she had created 
the repertoire like a structure of a 
great temple “We enter through the 
gopuram (outer hall) of alaripu, cross 
the ardhamandalam (half-way hall) of 
jatiswaram, then the mandapa (great 
hall) of shabdam, and enter the holy 
precinct of the deity in the varnam. 
This is the place, the space, which 
gives the dancer expansive scope to 
revel in the rhythm, moods, and music 
of the dance. The padam-s now follow. 
In dancing to padams, one experiences 
the containment, cool and quiet, of 
entering the sanctum from its external 
precinct. Dancing to the padam is akin 
to the juncture when cascading lights 
of worship are withdrawn, and the 
drum beats die down to the simple and 
solemn chanting of sacred verses in 
the closeness of God. Then, the tillana 

burning of camphor, accompanied 
by a measure of din and bustle” . Her 
vision of the recital, with its temple 
structure, provides insight into a 
sacred theme of Bharatanatyam.   As 
we can witness in the repertoire of 
Bharatanatyam, like Shabdam, Padam, 
Varnam, Javali, and Ashtapadi, all the 
compositions revolve around Bhakti 
bhava and spirituality. “Among 
practitioners of Bharatanatyam, there 
is controversy around how devotion is 
expressed. Some dancers and critics 

feel that bhakti should be expressed 
through an erotic interpretation 
of Sringara, while others support 
an interpretation which suggests 
surrender to the deity- something 
less physical and more distant. The 
nature of bhakti, the appropriate 
metaphor for it, and the symbolic 
language (abhinaya) used to express 
it, have been the subject of vigorous 
debate within the South Indian dance 
community for over fifty years.”  
Over time, a notable evolution in 
Bharatanatyam performances can be 
observed, as it was initially performed 
only in temples as a ritual and has now 
progressed to the proscenium stage. 
But it still carries the spiritual essence 
in the performances by the dancers. 
In the repertoire of Bharatanatyam, 
the abhinaya items hold a powerful 
scope of Bhakti Bhava, and this paper 
also stresses how these items help to 
experience the aura of spirituality both 
for the performer and the spectators. 
Abhinaya is the soul of dance. If 
there is no soul in the body, then the 
body is dead, in the same in dance, if 
there is no abhinaya in the dance, the 
dance becomes lifeless or emotionless. 
So, Abhinaya holds a great place in 
dance for the depiction of the stories 
and manodharma. The abhinaya of 
the dancers gets enriched more by 
the lyrics of the compositions, which 
helps the dancers to dive into the 
ocean of abhinaya. The composers 
like Swati Tirunal, Kshetrayya, and 
Tanjore Quartet, etc, who were the 
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great composers and admirers of 
Gods, had composed many items 
that are being performed by the 

the devotional background of their 
poetry. Their poetry is a precious 
treasure for the Bharatanatyam 
dancers, which helps to develop 
and explore more about spirituality 
in the art. This paper explores the 

in maintaining the spiritual nobility 
of Bharatanatyam by examining 
the themes and presentation of the 
abhinaya items.

 To explore how Nava-Vidha-
Bhakti is expressed in the 
recital of Bharatanatyam.

 
emotion depicted in all the 
abhinaya items.

  To analyze the dancer’s inner 
experience of spirituality.

  To  s t ud y  the  a ud i en c e 
perception towards the spiritual 
performances.

T h i s  s t u d y  w i l l  e m p l oy 
a qualitative research approach, 
analysing the textual meaning of 
the compositions. The data will be 
collected from books, articles, and 
research papers.

Nava-Vidha Bhakti and its 
representation in Abhinaya items of 
Bharatanatyam:

The ideology of Bhakti or 
Devotion refers to immense belief 
and surrender to the supreme one. 
“Devotion is closely linked with the 
idea of a personal God, who bestows 
divine grace on his devotee, who, in 
his turn, responds with devotional 
service to the deity. Although hints of 
devotion are found in the Upanishads, 

extensive use of the type of devotion 
found in the Gita, and especially 
develops its links to the path of 
knowledge and to Yoga. As in the 

often called a discipline (yoga), a 

(nine forms) of Bhakti are explained 
by Prahlada to his father. 

These n ine  forms  are  as 

(service at Bhagavan’s feet), 5. 

- Nivedana (offering oneself to 
the supreme one). These Nava-
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Vidha Bhakti, mentioned in the 

the presentation of abhinaya items 
in the Bharatanatyam dance form. 
Here, the researcher had shown how 
the abhinaya items of Bharatanatyam 
reveal the element of Nava-Vidha 
Bhakti.

listening or hearing the glories of the 
deity. In many Shabdam, Padams, 
and Ashtapadi, the dancers listen to 

the audience to listen to the divine 
narratives.

item in which dancers are 
introduced to the abhinaya 
world. Shabdam is also known 
as ‘Yashogeetam’. In this item, 
the praising of any one deity is 
depicted by the performer, and 
also highlights their unique 
characteristics. For example, 

Bhakti in these items.

paced abhinaya item. There 

Bhakti which can be seen in 
Padam, ‘Kannan Madhura 
Geetham Padam’.  Here , 
Nayika is depicting that by 

everyone forgets their work and 
gets mesmerized by him.

composition of Jayadeva from 
Geet Govinda also stresses on 

Example, ‘Sanchara Tadhara 
Ashtapadi’ and ‘Haririha 
Mugdhavadhu Ashtapadi’. In 
Sanchara Tadhara Ashtapadi, 
Radha is telling her Sakhi that 
Lord Krishna is doing Rasa with 
the other Gopikas. What should 
I do now? Here, Sakhi becomes 
the listener, and in the same 
way, in Haririha Mugdhavadhu 
Ashtapadi, Sakhi is telling 
Radha about Krishna’s Raslila 
with the other Gopikas, so here 
Radha becomes the listener.

singing, praising, and chanting the 
divine names of God and Goddess 
repeatedly. This second kind of Nava-
Vidha bhakti devotion tends to dignify 
the glories of the deities. 

 Keertanam is a 
combination of both Nritta and 
Abhinaya, which represents 
energetic and joyful movements 
while praising the deities' 

In both of these compositions, 
the names of God are sung 
repeatedly by the composer and 
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danced by the dancers, which 
demonstrates that it is a perfect 

 Todaya 
Mangalam is an invocatory 
item; in this item also the 
glory of any particular God is 
performed by the dancers. For 

in this item, the praising of Lord 
Vishnu’s avatara is presented. 

These devotional chants fall under 

to remembering, or recollecting their 
divine thoughts. In this form of bhakti, 
the Bhakta recalls the beauty, past 
experiences with the lord, and good 
qualities, and admires them with pride.

item in which the Nayika 
mostly depicts the Shringar 
Bhakti. In many Javalis, Nayika 
recalls their memories and 
cherishes them. For example, 
‘Smrasundaranguni’, in this 
Nayika remembers his Nayaka 
and tells a random woman 
about beauty, and also, how he 
encourages her, unlike other 
men. So, this clearly exhibits 

or bowing to the deity’s feet. This 
Bhakti can be done in many ways, 

Supreme One.

 Pushpanjali 
is an invocatory item which 
is presented at the beginning 
o f  t h e  p e r f o rm a nc e  b y 

to the deity to remove all 
the Vighna (obstacles). The 
entire performance is an act 
of service and surrender to the 

Sevanam Bhakti.
Arcana refers to 

the ritualistic worship done by the 
Bhaktas of their deities through 
offering flowers, lighting lamps, 
sacred food, and water, and reciting 
the mantras. Arcana is also done to 
remove all the hindrances around the 
surroundings.

the audience. For example, 
‘Ganesh Pushpanjali’.

also an invocatory item, in 
which there is a combination 
of both nritta and abhinaya. For 
example, ‘Ganesh Koutuvam’ 
and ‘Natesh Koutuvam.’ 

Vandana means 
salutation, bowing, praying, and 
connecting to the Supreme one. It is 

190 / DOI- 10.65403/bhairavi.vol29.027



done through the recitation of a prayer 
or in a meditative state.

Arcana, but it also contains 
elements of the Vandana Bhakti.

Todaya Mangalam exhibits 

characteristics also show the 
Vandana Bhakti. As in Todaya 
Mangalam, dancers bow and 
pray to the Supreme One.

means servant. Here, the devotional 
service of the Bhaktas is shown 
towards their deity. From a dance 
perspective, characters like Hanuman, 
Bharata, Shabri, and Lakshmana 

 Along wi th 

example, ‘Ayar Sheriyar’ and 
‘Gokulambudi’ Shabdam. Here, 
the dancer praises God and 
asks to take them under their 
protection.

Sakhya 
refers to the friendship between the 
Bhakta and the God. It expresses the 
personal and intimate bond with the 
lord. It includes the playful rasalila 
of the lord with sakhis, friendly 

conversations, and assuming God 
as their companion. In a dance 
performance, the characters like 
Krishna, Radha, and Sudama are 
shown as Sakhya with the Bhakta 
(dancer), which highlights the Sakhya 
Bhakti.

idence of Sakhya 
Bhakti can be seen in the very 
famous Padam composed by 
Kshetreyya, ‘Yenta Chakkani 
Vade na Sami’, here the dancer 
is Radha asking people who 
have seen my Sakha Krishna, 
and continues by explaining his 
good qualities.

having an intimate conversation 
with his lord, and asking him 
to embrace her and go along 
with her. For example, ‘Ae ra 
rara’ Javali, here the essence of 
Sakhya Bhakti can be clearly 
seen.

that has a perfect blend of nritta 
and abhinaya. For example, in 
‘Manavi’ Varnam, the Nayika 
is requesting the Nayaka, who 
is lord Shiva, to listen to her 
request and come immediately 
to her and embrace her, as she 
is now unable to endure the 
pain of separation. So, here 
the conversation between the 
Bhakta and the lord can be seen.
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Nivedana means to surrender 
completely to God. Among the Nava-

Nivedana is the highest intense form 

to the lord.

The essence of 

felt in Keertanam. For example, 
in ‘Charukeshi’ and ‘Shriman 
Narayana’ Keertanam, the 
dancer depicts the Bhakta who 
urges their God and Goddess 
to take them under their 
protection; they completely 
surrender themselves.

 In many Varnams, 
the nayika shows the state 
of surrender. For example, 
‘Nee Manamirangi’ and ‘Shree 
Krishna Kamalanatho’ Varnam. 
In Nee Manamirangi Varnam 
Bhakta, bow to Lord Muruga, 
whereas in Shree Krishna 
Varnam, bow to lord Krishna. 
The emotional  depth and 

be strongly felt in these items.

  When an art ist  performs 
these abhinaya items, which 
incorporate a comprehensive 
scope of Nava-Vidha bhakti, it 
creates an invisible connection 
between the performer, the 

audience, and the performance 
space. While dancing, the 
performer attempts to convey 
the Bhakt i  Bhava to the 
audience and evoke the spiritual 
essence of the items. And this 
stage is only achieved by the 
dancer when they indulge 
themselves in a pure spiritual 
practice (sadhana). In the items 
where the dancer performs 
with Sattvika abhinaya, they 
engage  in  Manodharma, 
which means they express 
one line of the composition 
in multiple ways. And this 
becomes possible only when 
they genuinely feel the item, at 
which point they can express 
the meanings effortlessly. It 
is said that Indian classical 
dance should be performed 
in front of an audience with 
some knowledge of classical 
dance, which makes it easier 
to establish a connection 
between the performer and the 
spectators. When the performer 
successfully evokes the divine 
emotion in the spectators, 
they feel uplifted beyond 
the entertainment. There is 

performance space, that where 
the artists are performing, 
whether it is a temple, sabha, 
or stage. When the performer 
performs at the temple or sabha, 
it becomes a little easier to 
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make the performance space 
spiritual, as the place itself 
acts as a catalyst for the 
performance; the divine aura 
can be felt by everyone. In 
modern times, Bharatanatyam 
is performed in a proscenium 
stage globally on occasions like 
concerts, cultural festivals, and 
academic events. Even here, 
the performer performs these 
items and develops the bhakti 
bhava in the audience, even if 
they don’t have any spiritual 
background; this is the beauty 
of the connection between 
the Bharatanatyam and Nava-
Vidha Bhakti.

This research provides a great 
insight into the influence of the 
Nava-Vidha Bhakti in an abhinaya 

depth of Bharatanatyam’s abhinaya 
items. Each form of Nava-Vidha 

emotional state of devotion within 
the dance items. The researcher 
has highlighted the items from the 
Margam that perfectly convey the 
meaning of the particular Nava-Vidha 
Bhakti. For audiences, it proves 
more than the entertainment factor, 
as it evokes the essence of devotion 
and makes them feel the spiritual 

and divine aura of Bharatanatyam. 
Performing the mythological stories 
is also a very suitable medium to 
maintain and preserve our Indian 
heritage, as the new generation 
is forgetting our own history and 
culture. Thus, Bharatanatyam emerges 
not only as a classical art form but 
also protects the essence of Bhakti 
traditions through its expressive 
medium.
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subject. In the past, music has been considered a periphery activity, but NEP 2020 

curricula to integrate traditional music (Indian, classical and folk music) with the 
present practices and technological tools. In spite of this progressive vision, the 

fashioned infrastructure, shortage of trained faculty, inadequate research opportunities, 
and skewed funding which limits access to digital resources. Nonetheless, with the 

courses, digital music production, interdisciplinary teamwork, and community 
involvement, universities will have an opportunity to make music education a credible 

scale because it will be reconsidering music education in India. It removes music to 
the periphery and brings its place to a centre of focus as a means of cultural continuity, 

on the success of its implementation.
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Introduction

The most important report on 
transformation of India’s educational 
landscape for the 21st century 
proposed in the National Education 
Policy (NEP) 2020 (Bhardwaj et 
al., 2024). It heralds ‘the move 
from rote to name, the educational 

aesthete perception and holistic 
liberty’ (Dixit & Dixit, 2024). It 
importantly values and respects the 

as critical aspects to a child’s 
education (Halder et al., 2023). Not 
looking at music as a “secondary” 
thing or co-curriculum initiative but 
considering it to enhance cognitive 
skills, emotional well-being, cultural 
identity and creative thinking (Verma 
& Tiwari, 2025). The result of this re-
orientation is that music can function 
as a subject which has meaning 
and relevance for human life and 
progress into society (Mandavkar, 
2023).

M u s i c ,  p a r t  o f  I n d i a ’ 
cultural inheritance has ever held 
centre stage in the country. Sound 
of Music in India, classical, folk and 
regional medium traditions have 
influenced the thought process of 
people from time immemorial 
(Prabhakar, 2023). But in spite 
of its importance, particularly for 
maintaining that traditional straight 
seam society, music was left out in 

the cold as far as formal academic 
metrology went. Music was seldom 
allowed to exist anything other 
than isolated and marginalised in a 
few grad student silos or as some 
extracurricular add-on. NEP 2020 
seeks to combat this narrow vision 
by incorporating music into the 
broader academic framework and 
nudging institutions to acknowledge 
its intellectual and cultural merit 
(Mandavkar, 2025). In this way, 
other than its nature as an art, music 
is a methodology of exploration and 
communication about thought protest 
and innovation (Khan & Husain, 
2025).

NEP i s  based on  learner 
cantered education, where the 
students enjoy freedom to learn 
according to their interest and 
require working cooperatively and 
through experimentation (Mahajan 
& Godbole, 2024). Music is a perfect 

focus, creativity, critical thinking and 
emotional regulation (Halder et al., 
2023). Through listening, performing 
and creating, music provides a more 
experiential and holistic way for 
students to learn. At university, 
Lindo Ferguson believes these are 
skills that can help create graduates 
who are confident speakers and 
culturally competent thinkers. Music 
emerges as a major player in the type 
of higher-order skills that NEP wants 

DOI- 10.65403/bhairavi.vol29.028 NEP 2020 as a Catalysr for a New Era... / 195



to impart across disciplines (Yadav, 
2025). Further, NEP 2020 prompts 
higher educational institutions to 
redefine their pedagogical ethos 
where “learning environments are 
moving beyond passive knowledge 
reception to active learning involving 
artistic inquiry.” This cultural shift 
does not only advance the musical 
life of a school, but would also be 
used to elevate its position among the 
other disciplines, that have always 
been considered to be more serious, 
in terms of knowledge testing. The re-

of education with the coming of 
the Indian century of knowledge is 
indicative of a broader re-evaluation 

and as a social necessity.

The NEP 
prioritizes the variety of cultural 
traditions in India, and the focus 
on institutions introducing the use 
of Indian Knowledge Systems in 
teaching and research (Mandavkar, 
2025). This encompasses Western, 
classical music, folkways, regional 
art forms and local community-based 
cultural knowledge (Prabhakar, 2023). 
Some institutions and instrumental 
groups should not so much educate in 
music as study its history, language, 
philosophy and culture. The policy 

where learners can take music as their 

major, minor or an interdisciplinary 
along with subjects like psychology, 
media studies, cultural studies, 
linguistics and technology (Verma 
& Tiwari, 2025). This means that 
learners can study music as a 
truly academic subject with wide 
cultural and professional connection 
(Mandavkar, 2023).

Low and High-Point Music education 
before the National Education 
Policy (NEP) continued to be one 
of the most degenerating sectors in 
Indian institutions on account of its 
antiquated curriculum, untrained 
faculty, lack of research opportunities, 
inadequate infrastructure (Bhardwaj 
et al., 2024). Music was typically the 
subject of performance embedded 
without explicit interests on the 
analyt ica l ,  technological  and 
interdisciplinary approach. As a 
consequence, students had less 
opportunities to study music in 
interaction with new sectors such as 
digital arts, sound design, therapy 
(music) and media production or 
cultural studies. NEP addresses 
these limitations by advocating 
for contemporary pedagogies, 
experiential learning methodologies 
and culturally inclusive content that 
can capture India's diverse art scape 
(Dixit & Dixit, 2024). The policy 
encourages institutions to archive 
the traditional musical forms, so 
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that research-based programmes 
are created and modernisation of 
music education is done on academic 
demands (Mandavkar, 2025). An 
often-forgotten challenge in the pre-
NEP period was the lack of access to 
diverse international music practices, 
thereby limiting students’ capacities 
to situate Indian music within global 
academic discourse. In addition, the 
lack of formal exposure to research 
meant that students lacked scholarly 
writing, documentation and archiving 
skills. With NEP stepping in as an 

to global standards by setting up 
research labs, digital archives and 
collaborations that help students 
navigate through music as a dynamic 

and global exchanges.

New Education Policy 
gives freedom to universities and 
colleges to restructure the music 
courses in such a way that they are 
holistic, practice-oriented and at 
par with global standards (Verma & 
Tiwari, 2025). Institutions can run 
modules in performance, theory and 
musicology, digital production of 
music, ethnomusicology, research 
methods and creative arts. Students 
are also urged to engage workshops, 
live performance projects, inter-
disciplinary collaboration and 

community-based arts activities. These 
experiences prompt the development 
of an artistic practice as well as that 
of analytical, communicative and 
technological skills (Mahajan & 
Godbole, 2024). Higher education will 
become a forum where not only music 
can be studied but applied to areas 
like cultural sustainability, creative 
industries, digital innovation and 
social practice (Yadav, 2025). NEP 
2020 also supports the development 
of credit-earning internships, artists 
residencies and collaborative studio 
environments where students can 
work in real-world professional 
settings based on their learning. 
Students engage in the real world 
by contributing to cultural festivals, 
media labs or interdisciplinary 

experience of career paths like Music 
Therapy, Sound Engineering, Audio 
Branding, Cultural Management 
or academic research. This whole 
composition environment turns 
universities into creative centres 
where music is not only taught, but 
also created, examined and developed 
anew.

C h a l l e n g e s  a n d 
 

Despite the looking opportunities 
evolved by NEP, HEIs would have 
certain challenges on the ground. Most 
universities are without qualified 
music teachers, professional studios, 
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musical instruments and digital tools 
that today’s kids need to succeed in 
music education (Halder et al., 2023). 
Institutions need to rework on their 
infrastructure, increase the strength of 
teachers, and rewrite their courses in 
accordance with NEP (Mandavkar, 
2023). Furthermore, music education 
needs to meet the technological 
challenges, there are tools for online 
learning, digital databases collections 
and virtual musical instruments 
with multimedia support (Khan 
& Husain, 2025). Institutions too 
are responsible for incorporating 
traditional knowledge systems, 
supporting research efforts and 
partnering cultural organisations to 
keep music education meaningful and 

critical if we are to achieve NEP's 
vision of a thriving, inclusive and 
future-ready music education system 
(Prabhakar, 2023).

In general, NEP 2020 places 
music at the heart of India’s 
educational and cultural growth. 
To facilitate and support creativity, 
cultural diversity, experiential learning 
and interdisciplinary approaches in 
music education in higher ed and to 
more effectively prepare students 
for a broad range of (academic 
& professional) pathways (Verma 
& Tiwari,  2025). This longer 
introduction sets up the foundation of 
the remainder of the essay, attempting 

to underline what is at stake in 
approaching music as a serious, 
enriched and future-focused object 
of study (Mandavkar, 2025). Other 
practical considerations that may limit 
the scope of implementation may be 
related to resource capacity but also, 
as faculty and administrators alike 
need professional development to 
understand how NEP have academic 
and structural impacts. Ongoing 
teacher retraining, digital literacy 
seminars and collaboration with 
industry will be necessary to realize 
the spirit of the policy. They also 
need to invest for access so that rural/
marginalised students can actually 
have an equal share of the tech-
reforms-gains in music education. 
In other words, the institution's 
responsibility is not just a shift 
in curriculum, but with regard to 
building equitable, technology-ready 
and culturally-grounded learning 
ecosystems.

Conclusion

By providing new academic, 
cultural and developmental legitimacy 
to music education, NEP 2020 
does not just relegate it from an 
extracurricular activity to cultural 
discipline but also as cognitive 
development, emotional maturity 
and creativity-building discipline 
with implicit premise on better 
understanding of cultures. One of 
the strongest aspects to music (one 
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that is rarely taught in a structured 
sense) is its innate ability to help 
people relax, focus and be mentally 
well. Whether a student, science or 
commerce, humanities or engineering, 
management tempo- music is the 
all-round friend that helps blend 
emotional stability and academics 
in just the right mix. Legitimising 
music as a credit-worthy subject 
and promoting interdisciplinary 
exploration, NEP 2020 makes it 
possible for students to connect up 
with any one discipline and fuse 
together learning as well as a 
means of creative expression. Much 
improved curriculum design, learning 
by doing, digital technology and 
ultra-culturally specific teaching 
and learning materials will enable 
the institutions of higher learning to 
create music programmes that help 
students in connection to academic 
stress along with cultivation of their 
artistic talents. It has challenges in 
the form of inadequate infrastructure, 
talented faculty and inequality in 
access to digital environment yet 
NEP 2020 will transform. When the 
institutions invest in such upgrading 
of the facilities, teacher education, 
research-based curriculum design 
and inclusive access, music education 
can become one of the sectors that 
will not only assist in preservation 
of the cultural heritage but also in 
elimination of stress levels among the 
students, combat emotional resistance 
and lead to the full 360 development 

of the personalities. By the end of the 
day, NEP 2020 will turn music into an 
investment in education and a lifelong 

your mental health and creativity and 
the intellectual and cultural future of 
India.
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Introduction 

Rasa theory, central to Indian 
classical music, explores the evocation 
of emotions in performance and is 
foundational to artistic expression 
across music, dance, drama, and 
literature. Rooted in Bharat Muni's 

Distinctive Raga Aesthetics of Kishori 
Amonkar

Sakshi Singh

in Hindustani classical music by centring emotional depth and spiritual engagement. 

deliberately introducing new emotional colours beyond those traditionally associated 
with each raga; second, she incorporated technical features and stylistic nuances from 
other gharanas, such as adopting their alankaar, note emphasis, and phrasing, to 

expression over rigid adherence to established compositional forms, restructuring 

that Amonkar’s innovations released raga from rigidity, establishing it as an expressive 
medium for profound emotional and spiritual communication. 

Keywords: 

Natyashastra, written between the 
2nd century BCE and the 2nd century 

artistic excellence and emphasised 
music's early ties to theatre and the 
performing arts. 
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Music requires emotion and 
feeling for completeness because 
these qualities bring the art form 
to life. The central argument is that 
raga aesthetics, grounded in rasa, 
are critical to attracting listeners 
and evoking emotional responses. 

of a performance rely on engaging 
the audience through these aesthetic 
qualities.

After discussing the broader role 
of rasa in Indian classical music, it is 
important to focus on how individual 
artists interpret these concepts. Kishori 
Amonkar, a foremost artist of the 
Jaipur Atrauli gharana, was especially 
noted for the emotional and aesthetic 
depth of her music. Her performances 
were marked by powerful expressions 
that elicited profound joy and emotion 
in listeners.

Vidushi Kishori Amonkar, born 
10 April 1932 in Goa to Madhav Das 
Bhatia and renowned Jaipur Atrauli 
gharana vocalist Mogubai Kurdikar, 
was the leading exponent of her 
gharana. She excelled in khyal, semi-
classical music, Marathi abhangs, and 
Natya sangeet. Her training began 
with her mother and continued with 
maestros from the Jaipur Atrauli, 
Gwalior, Agra, and Bhindi Bazar 
gharanas.

Mogubai Kurdikar was a strict 
teacher, often having Kishori sing 
sthayi just once and emphasising 
careful listening. She l imited 
performance opportunities to prioritise 

riyaaz, with Kishori accompanying on 
tanpura in her early years. 

Kishori Amonkar deliberately 
departed from traditional Jaipur 
gharana practices through several 
innovations. She integrated features 
from other gharanas into her 
singing, placed greater emphasis on 
improvisation, and developed Bhavpur 
Gayaki to prioritise emotional 
expressiveness over strict adherence 
to form. This departure is central to 
understanding her artistic evolution, 
as it became a major point of both 
criticism and praise. 

She believed that 

"There is nothing called a gharana. 
There is only music. It has been bound 
in these gharanas, and that is like 

One should not teach the students the 
limits of this art. There are none. But 
one has to understand the grammar. 
Which is why one is taught the 
alankaar, the ragas." 

-Amonkar on gharanas

primary argument that true artistry 
should rise above restrictive traditions.

Kishori Amonkar articulated her 
aesthetic philosophy in many lectures, 
focusing especially on Rasa Siddhant. 
She studied theory extensively, 
reading Bharatmuni’s Natyashastra 
to deepen her understanding. Her key 
argument was that rasa is fundamental 
to meaningful music and that any 
performance is incomplete without it.
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In an interview with Somerset 
Maugham, "A raga is actually 
a feeling; it is about creating an 
atmosphere. It has no boundaries. 
Tell me the boundaries of any season, 
summer or winter. Can they be 
junctionised or partitioned? We tend to 
give preference to the medium rather 
than its purpose, which is to reach 

Indian classical music is a feeling. 
It is not about you and me. It is not 
even about the raga or the singer. It is 

destination is peace." 
Kishori Amonkar also mentored 

many disciples who continue the 
Jaipur Gharana tradition. Notable 
students include Manik Bhide, Maya 
Upadhye, Suhasini Mulgaonkar, 
Raghunandan Panshikar, Nandini 
Panshikar-Bedekar, Malati Kamat, 
Arun Dravid, Meera Panashikar, 
Sulabhatai Pishavikar, Meena Joshi, 
Vidya Bhagwat, Aarti Ankalikar-
Tikekar, Devaki Pandit, Sangeeta 
Katti, Manjiri Asnare-Kelkar, and 
violinist Milind Raikar, among others. 

Kishori Amonkar received India's 
Padma Bhushan (1987), Padma 
Vibhushan (2002), Sangeet Natak 
Akademi award (1984), Academy 
Fellowship (2001), Outstanding 
Konkani Award (1991), and M.S. 
Subbulakshmi Award (2016). 

To deepen our understanding of 
Amonkar's innovations within the 
tradition, it is essential to revisit the 
broader concept of aesthetics itself.

“The term 'aesthetic' in Indian 
theories connotes the idea of' rasa', 
which is a very old concept as it goes 
back to the Natyasästra of Bharata, 
written not later than the 4th century. 
A.D. T races of the concept may 
even be discovered in the two great 
epics, viz., the Ramayana and the 
Mahabharata and in the Puranas or 
even in the Vedas and the Upanisads, 
which came into being long before 
the beginning of the Christian era. 
The concept of the Beautiful is a very 
old one in Western theories also, but 
the term'aesthetic' was not used long 
before” 

It is a branch of philosophy that 
studies beauty. It explains how art 
reveals emotions through the medium 
of rasa. There are many types of 
art: dance, music, poetry, sculpture, 
architecture, painting, etc. If we talk 
about the aesthetics in Indian music, 
it means how to make music artistic 
with the aesthetic work, so that it 
becomes graceful and attractive in a 

makes art even more beautiful and 
expressive. “Aesthetic' means the 
philosophy of the Beautiful; the 
history of aesthetics must mean 
the history of the philosophy of the 
Beautiful, by which philosophers have 
attempted to explain or connect the 
facts that relate to beauty.”  

“The German phi losopher 

1735, and in 1750, he wrote a big 
book called 'Aesthetics'. Bernard 

DOI- 10.65403/bhairavi.vol29.029 / 203



Bosanquet says, "It was not before the 
latter half of the eighteenth century 
that the term 'Aesthetic' was adopted 
with the meaning now recognised 
to designate the philosophy of the 
'Beautiful' as a distinct province of 
theoretical enquiry.” 

Tracing the history of aesthetics 
reveals its roots in ancient Greece, 
where  phi losophers  such  as 
Pythagoras, Aristotle, and Plato 
closely examined the role of emotions 
in art. 

Pythagoras (6th century BCE) – 
He discovered the relation between 
music and mathematics, and found 
that the whole universe is established 
in the “Harmony of the spheres”. 
He also taught music not merely 

branch.
On the other hand, Plato (427-347 

BCE) believed that art is an imitation 
of reality, and the whole universe is 
also not real; he thought that an artist 
merely copies the external form of art 
and presents it to the public rather than 
living its reality. He was very negative 
towards the arts, but he is the one who 
popularised Western aesthetics.

Aristotle (384 BCE-322 BCE) 
was the student of Plato. He believed 
that Music is a natural way to 
bring pleasure. Music is used for 
relaxation, and it can be used to 
improve emotional health problems. 
Aristotle wrote a book called Poetics, 
in which he introduced the concept of 
Catharsis. In which he explained the 

idea of releasing emotions through 
art, such as crying, screaming, grief, 
and pity.

Many Indian philosophers have 
written about Rasa Siddhant in their 
books, whose names are given below. 
 1. Bharata Muni – Natyashastra – 

2nd century BCE
 2. Anandavardhana – Dhvanyaloka 

– 820 CE 
 3. A b h i n a v a g u p t a  – 

Abhinavabharati – 950 CE 
 4. Mammata – Kavyaprakasa – 

1050 CE 
 5.  Vishwanatha Kaviraja – Sahitya 

 6. Jagannatha Panditaraja – 
Rasagangadhara – 1590 CE 

 7. Bhamaha – Kavyalankara – 700 
CE 

 8.  Dandin – Kavyadarsa – 725 CE 
 9. Vamana – Kavyalankara-sutra-

 10.  Kuntaka – Vakrokti-jivita – 950 
CE 

 11.  Rajasekhara – Kavyamimamsa 
– 900 CE

1020 CE 

Kuvalayananda – 1520 CE
 14. Rudrata – Kavyalankara – 9th 

century CE 
 15. Hemachandra – Kavyanusasana 

– 1088 CE
Here, we will discuss two 

main works on Rasa Siddhant: 
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Bharat Muni's Natyashastra and 
Abhinavagupta's Abhinavabharati.

One of the oldest literary theories 
found in the Indian aesthetic tradition 
was the theory of rasa, which 

seminal treatise on dramaturgy, known 
as the Natyashastra. the word ‘rasa’ 

it represents the essence and what is 
tasted or felt.

Abhinavagupta (Abhinavabhrati) 
10th Century. Abhinavagupta, who 
was a Kashmiri philosopher, provides 
a detailed analysis of Bharata's 
rasa-theory in his commentary 
o n  N a tya s ha s t ra ,  k now n  a s 
Abhinavabhrati, in which he claims 
that Natyameva Rasah," i.e., "drama 

worldly objects [and] it is a thing 
which is of the nature of rasa and can 
be known by direct experience in the 
form of aesthetic enjoyment” 

Natyashastra: The Philosophical 
and Aesthetic Vision of Bharata Muni

text written back in the 2nd century 
BCE-2nd century CE, by Bharat 
Muni, in which aesthetic elements 
have been described in detail. The 
term Natya Shastra is formed by the 
combination of two words: Natya 
means to act, and Shastra means 
manuscript, text, or book. This 
textbook consists of 36 chapters, 
in which a detailed explanation of 
dramatics, plays, musical scales, and 
instruments has been thoroughly 

discussed. This book was mainly 
written for dramatics, but in its last 
few chapters, 28-33, music-related 
interpretations can be seen. which 
shows that drama and music were 
interrelated and are not separate 
from each other. In the Natyashastra 
manuscr ip t ,  we get  de ta i led 
information about Gaayan Vaadan 
and Nritya, Swaras, Raag, Taal, Gram, 
Murchanna, Rasa, Bhava, all 4 types 
of Vadya (Instruments), i.e. Tata 
Vadya, Shushira Vadya, Avanaddha 
Vadya and Ghana Vadya. all types of 
Jaati gaan, Dhruva, Geeti and 16000 
Shlokas. The Natyashastra is the 
classical compilation of knowledge 
on Indian performing arts forms. It is 
also considered to be the foundation 
text of Rasa theory, in which it is 
said that the most important thing in 
an art is aesthetics, which enhances 
the art. Natyashastra was added to 
the UNESCO Memory of the World 
register in April 2025.            

Figure:01

Figure:02 
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“The Natyasastra states that the 
purpose of a dramatic performance 
is to arouse in the audience the nine 

is romantic; Hasya is comic; Karuna 
is pathetic; Raudra is enraged; Veera 
is heroic; and Shanta is tranquil. 
Bhavas, on the other hand, are the 
emotional and psychological states 
that the performers represent on stage 
and which enhance the performance's 
overall visual appeal and emotional 
impact. 

The connection between mood or 
bhava and emotion or rasa is as 
follows- 

Pleasure Attraction 
 (Sringaar)
To laugh Laughter (Hasya)
Anger Rage (Raudra)
Sorrow Compassion 
 (Karyunya)
Disgust  Disgusted 
 (vibhatsa)
Fear Terror (Bhyankar)
Perseverance Valour (Vira)
Amazement Wonder 
 (Adbhutam)
Peace Peaceful (Shanta)

Rasa and Bhava are important 
e lements  in  Indian  c lass ica l 
music. Without them, music is 
just compositions of sur, tala, and 
notes. There are eight types of Rasa: 

Veera, Bhayanaka, Vibhatsa, and 
Adbhuta. Shanta rasa is the ninth rasa, 
which was later added. In this way, 
there are 9 types of rasas.

Sringar rasa 
is described as the main rasa in all 
the nine rasa and is considered as 
the king of all the rasa; Shringaar 
Rasa comes from the Sanskrit word, 
which means embellishments and 
adornment. It is expressed through 
dance, music, poetry, painting, and 
sculpture. It means the aesthetic 

love, beauty, romance, and attraction. 
Love is considered the most important 
emotion in a human's life. Its sthayi 
bhava is called Rati. Shringaar Rasa 
can also be described as the emotional 
love of Radha, Krishna, and Shiva 
Parvati.

2. Hasya Rasa- This rasa is an 
aesthetic emotion of joy and Laughter. 
Hasya rasa is experienced when a 
person feels amusement, joy, and 
happiness. Its sthayi bhava is hasya. 
This emotion arises when we are 
delighted by something or in a happy 
mood, and are in funny situations. It 
is certainly used to portray a mock 
character or to show joyful emotions, 
as shown in Figure 1.2

Karuna rasa 
means to feel the grief or sorrow. This 
emotion is felt when a person goes 
through pain or the tragedy of losing 
someone. It evokes grief, sadness, or 
despair. Its sthayi bhava is shoka. This 
is an emotion of grief or sorrow.
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4. Raudra Rasa- The word 
Raudra derives from Rudra, a strong 
form of Lord Shiva, representing 
devastating, intense anger. Its Sthayi 
bhava is Raudra. This rasa expresses 
rage, anger, temper, madness, and 
wrath. This rasa emerges when a 
person feels betrayal, unfairness, 
misdeed, or cruelty.

5. Vira Rasa- Vira rasacomes 
from the Sanskrit word, which means 
brave. Its sthayi bhava is Utsaha. This 
rasa expresses the feeling of courage, 

Bhayanak 
rasa arises when a person experiences 
fear. This rasa emerges when a person 
feels anxiety, panic, dread, horror, 
or worry. Its sthayi bhava is Bhaya. 
This feeling arises when a person 
is frightened or is disturbed when a 

afraid of something uncertain, or is 
scared of someone's death, getting 
hurt, or failing.

7. Vibhatsa Rasa- Its Sthayi 
bhava is Jugupsa. It emerges when a 
person witnesses hatred, repulsion, 
and disgust. Its sthayi bhava is. It 

awful and unfortunate situation that 
has mentally harassed them. 

8. Adbhuta Rasa- Adbhuta rasa 
is the eighth rasa given by Bharat 
Muni. Its Sthayi bhava is Vismaya, 
which means amazement, surprise, or 
admiration. It emerges when a person 
experiences something extraordinarily 
amazing.

9. Shanta Rasa- This is the 
ninth rasa, which Abhinavagupta 
later added; it means inner peace, 
silence, harmony. Its sthayi bhava is 
Sama. These emotions emerge when 
we experience any bad incident and 
feel free and calm after coming out of 
that.                               

 

Figure: 03

 Raga aesthetics 
is an innovative approach to Indian 
classical music where rasa and bhava 
are given priority. Raga is a set of 

sounds exceptionally beautiful. All 
ragas have the power to evoke feelings 
and emotions. It is a melodious fusion 
of musical notes that connects the 
audience and the performer to the 
emotional depth of the feeling.

“The Raga-Rasa framework is 
rooted in the philosophical and 
cultural traditions of ancient India, 
where music was considered a sacred 
art form capable of evoking profound 

DOI- 10.65403/bhairavi.vol29.029 / 207



emotional and spiritual experiences. 
This framework recognises that music 

states, but rather an active agent that 
can shape and transform emotions, 

landscape.” 
Raga Rasa theory- Raga Rasa 

theory states that every raga has 
emotional depth, which we connect 
with aesthetics. The history of which 

Shastra, where it is said that every 
raga creates an emotional intensity. In 
music, raga aesthetics encloses a deep 
connection between harmony and 
emotions. Each raga, when performed 
with inner aesthetic perception, 
creates a subtle emotional or aesthetic 
atmosphere, leaving the audience 
tearful by the performance. 

emotions from raga, like sringaar 
rasa, karuna rasa,vibhatsa rasa.

emotions and express them 
with emotional depth. Bhava 
is an essential part of raga 
presentations because it brings 
emotional nuance to the music.

are a very important part of raga 
aesthetics. Laya means speed, 
which needs to be balanced 
in music, and taal plays a 
special role in mathematical 
accuracy, so they play a crucial 

role in creating an aesthetic 
atmosphere.

Experimentation: Aalap plays 
a prominent role in establishing 
the conceptual framework 
of aesthetics. Aalap is the 
emotional and spiritual part of 
a raga, where an artist portrays 
the raga’s emotional essence.

performer: Aesthetic perception 
of the performer means how the 
performer expresses it while 
singing and how much emotion 
he portrays with it.

N i n e  R a s a s  a n d  T h e i r 

 1. Sringa
 Khamaj, Desh, Tilak 

Kamod
  E x p e r i e n c e :  E x p r e s s e s 

tenderness, romantic devotion, 
and aesthetic beauty.

 Hamsadhwani, Kedar
  Creates a cheerful, 

light, and uplifting mood.
 3. 

 Bhairavi, Todi, Marwa
  Evokes deep 

empathy, sensit ivity, and 
emotional sorrow.

 4. 
 Malkauns, Darbari 

Kanada
  Conveys intensity, 

power, and passionate energy.
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5. 

 Bilawal, Deshkar

6. 

 Puriya, Marwa
Creates a sense of 

suspense, awe, and emotional 
tension.

 7.  

Todi, Bhairav (in rare 
contexts)

Symbol ises 
rejection of negativity and 

 8. 

Yaman, Megh, Maru 
Bihag

  Evokes marvel, 
curiosity, and a feeling of 
spiritual elevation.

 9. 
 Bageshree,  Ahi r 

Bhairav, Shankara
  Brings meditative 

calm, spiritual balance, and 
inner harmony.
Emotive Raga Aesthetic in the 
Artistry of Kishori Amonkar

Today.”
/ y o u t u . b e / 

RSba7WebiXo?si=grge77 
POU3LjQQVV 

 
 (This performance video is taken from 

the YouTube platform.)

Raga Yaman is a prominent 
evening raga, which belongs to the 
Kalyan thaat, and evokes serenity and 
peace.

Ni, Sa’

Ga, Re, Sa

Re Sa

Bhakati Ras, and Adbhuta Ras, 
Bhakati Rasa 

It has been presented by Kishori 
Amonkar. This is a wonderful 
presentation by her; listening to which 
the mind becomes calm and peaceful. 
In this raga, she has not only followed 
the raga structure but has also found 
its emotional depth. She awakens 
Shaant Rasa and Adbhuta Rasa 
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with her presentation. In this raga, 
Kishori Ji is beginning to meditate 
on each note very slowly. Her voice 
is wonderful in the song, with each 
note calming the surroundings and 
giving us the feeling of peace and 
amazement. Kishori Amonkar used 
to meditate before she set for a 
performance, and when the audience 
listens to her songs, it gives the 
feeling of devotion. People see her as 
a spiritual practitioner or as a devotee 
rather than a performer, which evokes 
bhakati rasa. And when she sang taan, 

lot of energy in it, and the tivra maa is 
used beautifully; it is very wonderful 
in the ears, it gives us a wonderful 
feeling, and thus it emerges Adbhuta 
rasa.

Youtubelink: https://youtu.be/
WfKpt-_kLdA?si=DXRt0O-
E7AAFIMOA 

(This performance video is taken from the 

YouTube platform.)

Bhoop raga, or bhoopali or 
Bhupali, is a Hindustani classical raga 
which belongs to the kalyan thaat. It is 
an evening raga which is sung during 
early evening, from 7 pm to 9 pm. It's 
equivalent to Carnatic raga Mohanam. 
It has only 5 swaras. Sa,re,ga,pa,dh,sa.

Dha. Sa

Bhakati Rasa and Shaant Rasa.
Raga Bhoop is one of the most 

beautiful presentations of Kishori 
Amonkar; her bandish Sahela is 
a deeply fascinating and famous 
performance of hers, which she has 
presented in a very beautiful way. 
Kishori’s voice is not just technical; 
she sang it with lots of emotion 
and aesthetic. Her voice is deeply 
philosophical and spiritual. She sang 
raga Bhoopali with a deeply spiritual 
aesthetic realisation which evokes 
bhakati rasa. Her way of performing 
simple raga into artistic immersion 
makes it more attractive. Amonkar 
portrays compositional structure 
into emotional depth. Her rendering 
in Aalap of raga bhoop also evokes 
shaant rasa. which calms the mind 
and soul. Her lyrical content and 
emotional nuance keep the raga's 
artistic expressivity. Her rendering in 
each swaras with lots of energy and 
courage evokes Vira rasa.
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YouTube link: https://youtube/
wn0NvRho7EU?si=kz
xMLd7AO6IeMVSa. 

(This performance video is taken from the 

YouTube platform.)

Bageshree is a mesmerising raga 
in Indian classical music which 

generally sung at the second prahar of 
the night (9 pm to 12 pm)

Aaroh

Karuna Rasa, Shaant Rasa
K i sh or i  A mo n k ar  s l o w ly 

meditated with each note, and the 
way she sang each microtone created 
an emotional yearning. Her use 
of meend gamak and her vocal 
quality transform Bageshree into an 

brought back the raga structure to an 
emotional and soulful experience. She 
primarily evokes sringaar rasa by her 
performance, a feeling of separation 
from a loved one. By listening to such 
a masterpiece, one can experience 
an emotional journey. When Kishori 
ji progresses through the aalap of 
Raga Bageshree, it evokes a feeling 
of calming the mind throughout the 
aalap, which evokes the Shaant rasa. 
This raga contains so much pain 
and compassion that it expresses 
the sorrow of being separated from 
one's beloved. This expresses the 
sentiment of compassion, which 
evokes karuna rasa, a deep emotional 
sorrow described by Bharat Muni

  Youtube link: https://youtu.be/
jdqvV9MVf2A?si=9

  75mg3tKj-ZXTF4j   

(This performance video is taken from  

the YouTube platform.)
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Hansdhwani is a pentatonic raga 
belonging to Bilawal thaat. This raga 
is popularly developed in Carnatic 
music, but is also popular in North 
Indian music. It is particularly sung at 
midnight (9 pm to 12 pm) 

Ga, Pa, Ni, Sa

Bhakati rasa and Shaant rasa.
I n  K i s h o r i  A m o n k a r ’ s 

presentation, Raga Hansadhwani 
unfolds with an aura of purity and 
devotion. Although the raga is 
known for its light and joyful nature, 
Amonkar brings to it a quiet depth 
that reflects her sensitive artistic 
temperament. Her aalap develops 
with graceful pauses, allowing each 
note to resonate with calm clarity. 
which evokes Shaant rasa. When she 
interweaves taans in the middle of 
the raga, a feeling of wonder and joy 
arises, which evokes an extraordinary 
emotion and emerges as Adbhuta rasa. 
The lyrics of this raga describe Lord 
Ganesha and create an auspicious 
atmosphere, which evokes feelings of 
devotion and brings out the essence 
of devotion bhakti rasa. The smooth 
transitions and precise intonation 
reveal her command over both 
emotion and technique. Through this 
thoughtful approach, she transforms 

Hansadhwani into an experience 
of spiritual peace, where melody 
becomes a means of inner expression 
rather than mere performance.

  Youtube link: https://youtu.be/
uQghAGGP5fI?si=k

  2eA4TX3OVe-ALrt  

(This performance video is taken from the 

YouTube platform.)

thaat. It is an afternoon raga which is 
sung from 12 pm to 3 pm.

Komal Ga and Ni are used in 
this raga. Rishabh and Dhaiwat are 
omitted from this raga. This raga is 
equivalent to raga Abheri in Carnatic 
music. 

Sa’

the aaroh
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(12 PM to 3 PM) 

Karuna rasa, Bhakati rasa
Raga bhimpalasi is a raga that 

is beautifully performed by Kishori 
Amonkar, where she blended this raga 
into the emotional core. As she started 
singing this raga, we get to see the 
emotional essence, where she unfolds 
each note patiently. The way she used 
meend in this raga creates a feeling 

not just performing raga bhimpalasi; 
she was living it. The raga evokes the 
feeling of emotional vulnerability. 
It expresses the emotion of parting 
from a loved one, which primarily 
evokes the sentiment of romance she 
meditated with aalap and emerges 
sringaar rasa, but Amonkar deepens 
it with a distinct aesthetic philosophy, 
which creates a feeling of pain, loss, 
or separation, which evokes karuna 
rasa as well. In her delayed thoughts, 
there was love for her beloved, and 
along with this, her slow tempo 
moves felt more like a prayer, and it 
became a divine devotional. It also 
transformed into the sentiment of 
devotion, which evokes bhakti rasa.
 

  YouTube link: https://youtu.
b e / Z A 2 z H A a N j 0 Y ? s i = t 
9T3sTqJ4zx9kqw2                 

(This performance video is taken from the 

YouTube platform.)

This raga, called bhinna sadaj, 
is a prominent raga of Bilawal thaat, 
which is also known as Kaushik 
Dhwani. It’s an audav jaati raga, 
which is particularly sung in the 
evening (6 pm to 9 pm). Rishabh 
and pancham swaras are particularly 
omitted in this raga.

Sa

Ni Sa' Dha; Ga Ma; Dha Ma Ga 
Sa;

(9 pm to 12 pm)

Karuna Rasa and Adbhuta Rasa
Kishori Amonkar's Raga Bhinna 

Sadaj is a presentation in which 
Kishori has done a very beautiful 
work on aesthetics. The way she 
used the aalaap and her voice control 
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is something that we rarely get to 
hear. The way she goes from Taar 
saptak and returns to Madhya saptak 
to Mandra saptak is something that 
left the audience totally. speechless. 

each aalaap, which itself makes a 
beautiful presentation. There is a 
different calmness in her voice..
This presentation of hers is not just a 
musical performance but an emotional 
journey to be lived. Her Raga 
presentation is far above technical 
sophistication; she lives an emotional 
evolution in it and connects her 
audience to a spiritual and meditative 
journey. Through her improvisation, 
she explores each swaras, which give 
the feeling of amazement and wonder, 
which evokes adbhuta rasa.

Conclusion

Kishori Amonkar’s music goes 
far beyond the limits of form and 

world and emotional sensitivity. 
Rooted in  the Jaipur–Atrauli 
gharana, she carried its discipline 
and precision, yet reshaped it with 
her unique imagination and spiritual 
understanding. For her, every raga 
was a living emotion, not just a set of 
notes or rules. Through her expressive 
aalap and delicate handling of bhava 
and rasa, she turned each performance 
into a journey of self-discovery 
and meditation. Her music touched 
listeners not only for its technical 
brilliance but for its emotional 

honesty and depth. In this way, 
Amonkar created her own distinctive 
aesthetic, one that blends tradition 
with individuality and transforms 
classical music into a search for the 
soul. Kishori Amonkar's profound 
music is characterised by her blending 
of technical mastery with emotional 
depth. Instead of playing Gharana-
bound music where other artists 
don’t look beyond their gharana, she 

in which she drew her vision from 
the aesthetics and spirituality. Kishori 
Amonkar used meend, gamak, and 
aalaap in such a way that she used 
to live every raga. She gave the 
audience such emotional depth with 
her beautiful presentation of her raga 
that the audience connected with 
her. Kishori Amonkar's singing style 

hidden in her raga presentation. 

can make it beautiful and emotional. 

through the medium of a raga is 
beautiful.
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Indigenous Knowledge in Kathak 
Pedagogy and Its Relevance in Higher 

tradition not only incorporates the learning of dance techniques and compositions but 

also cultivates an understanding of culture, society, and spirituality. This pedagogical 

approach emphasises experiential learning and an overall holistic understanding of this 

degrees and facilitating interdisciplinary research. Despite numerous challenges, 

higher education plays a vital role in preserving and disseminating the indigenous 

This study tries to investigate the indigenous knowledge from kathak pedagogy into 

higher education, exploring its relevance in this contemporary scenario and evolving 

approaches and methods of transmission.

Keywords: 

Methodology: This paper employs a qualitative research method using secondary 

sources.
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Introduction

Indigenous means original, the 
originality or the original form of 
something. It can be a place, people, 
a culture, or even knowledge, which 

the indigeneity of people, place, and 
culture is becoming a probing issue, 
in the present scenario, the Indigeneity 
of knowledge is not less weighed. 
Indigenous knowledge refers to the 

particular space or culture, shared 
among a group, comprehensive in 
nature, and capable of acclimating 
(Mistry, 2009). 

The Indigenous knowledge of our 
culture, spiritual beliefs, and practical 
knowledge was passed down through 
generations and transmitted through 
the medium of performing arts and 
visual arts. And if we particularly 
get down to performing arts, dance 
has always served the medium with 

maintaining the cultural identity 
and continuity, understanding the 
community's weltanschauung . Here, 
for this study, the Kathak, the Indian 
classical dance form, is considered, 

the relevance of its indigenous 
knowledge in higher education.

Indigenous Knowledge

Kathak, indigenous to the northern 
state of India, had its pedagogical 

where the transmission of the 
indigenous knowledge of this art 

this tradition, the disciple not only 
studies the shastras but also learns 
the embodiment of the practical 
knowledge of it. This oral tradition 
provides students with a multifaceted 
approach to gaining knowledge by 
learning dance, music, arts, linguistics, 
critical thinking, etc. 

Kathak, the storytelling tradition, 
claims its ancient roots in the Shastras 

etc., which lay foundational principles 

and practices. These texts help the 
students to understand the various 

and their numerous bhedas, and their 
usage in various ways, whose practical 
application is considered. 

Kathak was a dance tradition from 
temples, where early practitioners of 

and they used to recite the stories from 

shifted into royal courts. The 
transculturation during the Mughal 
dynasty blended the Hindu traditions 
with the Muslim Court tradition, 

ca 

words incorporated in the language of 
Kathak & amalgamating the essence 
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of court tradition in its nature. Later 
on, in the colonial and postcolonial 
era, it saw a major shift to the 
institution, adopting a proper syllabus 
and curriculum for teaching and 
learning. And in the 21st century, it 
has expanded nationally and digitally, 
facilitated by the Indian diaspora and 
interest in popular Indian culture.

Teaching Kathak in Higher 

The traditional pedagogical 

was the tradition for learning Indian 
arts, which relies on imitative and 
repetitive pedagogies in an informal 
educational setting. Where skills 
were passed down from master to 
disciple through oral transmission, 
and emphasise learning through 
experiencing, not only embodying 
dance, but also learning discipline 
and devotion for the continuity of that 
art. On the other hand, Institutional 
teaching is a more formal educational 
framework, where, within proper 
curricula, the students learn this art in 
a very systematic and comprehensive 
manner. 

Kathak training in higher 
educat ional  se t t ings inc ludes 
Undergraduate, Post-graduate degrees, 
and Ph.D. Programs. Universities and 
colleges have comprehensive syllabi 
and curricula for teaching Kathak 
as the main subject. They conduct 
proper practical and theoretical 

classes and administer semester-
wise examinations to evaluate 
students’ learning progress, skill 
development, and provide feedback 
for improvement. In theory classes, 
the students at their undergraduate 
level study the history, development, 
and the valuable contributions of 
the exponents of Kathak and other 
classical dance forms, and they learn 
to recite the preliminary shlokas 

post-graduation level, students learn 
the advanced level of shlokas and 
different dance and theatre forms 
across the world, be it traditional 
or folk. In practical classes, they 
learn numerous compositions in 

taught to them according to their 
level. Several institutions are actively 
and extensively involved in research 
and development programs for 
various indigenous art forms, and are 
widening opportunities for research 
aspirants and scholars to think in 
a new direction and conduct great 

continuity and preservation of the 
Arts.

Here is the l is t providing 
a comprehensive overview of 

as a subject categorised by the level of 
educational programs available, they 
are as follows:
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 S. Institution Category Location Programs
 No.

 1 Akhil Bharatiya
  Gandharva Mahavidyalaya Private Institute Mumbai & Tiered Diplomas

    centres & Higher Degrees
 2 Banaras Hindu University  Central University Varanasi, Uttar UG, PG, Ph.D.,
  (BHU)  Pradesh Diploma
 3 Bangalore University State University Bangalore, UG, PG, Diploma

Karnataka
 4 Bharati Vidyapeeth Deemed University Pune, Maharashtra UG, PG, Diploma
 5 Bhatkhande Sanskriti  Deemed University Lucknow, UG, PG, Ph.D.,
  Vishwavidyalaya  Uttar Pradesh Diploma
 6 Binod Bihari Mahto  State University Dhanbad, UG, PG, Ph.D.,
  Koyalanchal University  Jharkhand Diploma
 7 Chhatrapati Shahu Ji  State University Kanpur,
  Maharaj University (CSJM)  Uttar Pradesh UG, PG, Diploma
 8 Deen Dayal Upadhyaya  State University Gorakhpur, UG, PG, Ph.D.,
  Gorakhpur University  Uttar Pradesh Diploma
 9 Dr. D.Y. Patil Vidyapeeth  Private University Pune, Maharashtra UG, PG, Diploma
  (School of Liberal Arts) 
 11 Eklavya University Private University Damoh,  UG, PG (MA 
    Madhya Pradesh  Kathak), Diploma
 12 Sachin Deb Barman  Government Agartala, Tripura UG, PG, Ph.D.,
  Memorial Govt Music  College  Diploma
  College (Government 
  Music College)  
 13 Guru Ghasidas  State University Bilaspur, UG, PG, Ph.D.,
  Vishwavidyalaya Chhattisgarh  Diploma
 14 Indira Kala Sangit  Central Khairagarh, UG, PG, Ph.D.,
  Vishwavidyalaya (IKSVV) University Chhattisgarh Diploma
 15 Jaipur Kathak Kendra Government Jaipur, Rajasthan Diploma, Post 
   Institute   Diploma
 16 Kamala Devi Sangeet  Private Institute Raipur, Diploma in Prathma
  Mahavidyalaya  Chhattisgarh - Kathak Dance
 18 Kathak Kendra (National  Government New Delhi, Diploma & Advanced
  Institute of Kathak Dance) Institute Lucknow & Jaipur Training Programs
 19 Lasya College of Music &  Private College Kannur, Kerala UG, PG, Ph.D.,
  Dance   Diploma
 20 MGM University  Private University Aurangabad, UG, PG, Diploma
  (Mahagami Gurukul)  Maharashtra 
 21 MIT Vishwashanti Sangeet  Private Institute Pune, UG, PG, Diploma
  Kala Academy, MIT-ADT   Maharashtra
  University   
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 22 Nalanda Nritya Kala  Private Institute Mumbai, UG, PG, Ph.D.,
  Mahavidyalaya  Maharashtra Diploma
 23 Natya Institute of Kathak  Private Institute Bengaluru 1-year Diploma in
  and Choreography (NIKC)   Kathak
 24 Nupur Nritya Kala Kendra Private Institute New Delhi Diploma (6 years)
 25 Parul University Private University Vadodara, Gujarat UG Diploma & 

 26 Pracheen Kala Kendra Private Institute Chandigarh, Higher levels 
    Punjab Diploma, (Bhushan, 
     Visharad)
 27 Prayag Sangeet Samiti Private Institute Prayagraj &  Diploma-level (Junior,

     Praveen)
 28 Punjabi University State University Patiala, Punjab UG, PG, Diploma
 29 Rabindra Bharati University State University Kolkata,  UG, PG, Ph.D., 
    West Bengal  Diploma
 30 REVA University Private University Bangalore, UG, PG, Diploma 
    Karnataka  (1 year)
 31 Savitribai Phule Pune  State University Pune, Maharashtra UG, PG, Diploma
  University 
 32 Shriram Bharatiya Kala  Private Institute New Delhi Diploma &
  Kendra (SBKK)   Professional Training 
     Programs
 33 Sri Sri University Private University Cuttack, Odisha Ph.D. Programs for 
     Kathak
 34 Swami Vivekanand Subharti  Private University Meerut, Uttar UG, PG, Diploma
  University (SVSU)  Pradesh 
 35 Tansen Sangeet  Private Institute Delhi & Various Diploma (Primary,
  Mahavidyalaya  centres across  Junior, Senior levels)
    India 
 36 The Maharaja Sayajirao  State University Vadodara, Gujarat UG, PG, Ph.D.,
  University of Baroda   Diploma
 37 University of Rajasthan  State University Jaipur, Rajasthan UG, PG, Diploma
  (UNIRAJ) 
 39 Banasthali Vidyapith Private University Jaipur, Rajasthan UG, PG, Ph.D., 
     Diploma
 40 Visva-Bharati University Central University Shantiniketan, UG, PG, Ph.D., 
    West Bengal  Diploma
 41 Punyashlok Ahilyadevi  State University Solapur, State University 
  Holkar Solapur University  Maharashtra Solapur, Diploma

websites, academic portals, and public institutional listings. The data provides 
a general overview and may be subject to updates and review.
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The Institutionalisation of Kathak 
presents various challenges, including 
the potential loss of depth as the 
students learn in a semester-wise 
framework, which limits the depth 
of the learning phase, as compared to 
the Gurukula system. The increased 
focus on exam-based learning is 
another challenge, which narrows the 
learning and creativity in students, and 
their learning becomes just a matter 
of imitating and rote learning rather 
than learning through experience. 
The other challenge is the reduced 
emphasis on Practice, as practising is 
the key factor of embodied learning. 
Without practising and experiencing, 
no student can be a true artist, 
even after learning any art form. 
In a Gurukula system, one-to-one 
personalised instruction provides 
seamless guidance that shapes the 
students’ progressive ideas and 
thoughts, whereas higher education 
institutions aim for consistency 
and measurable outcomes, which 
involuntarily limit the creativity of 
the students. The assessment methods 
are another set of challenges, as in a 
traditional setting, the assessment is 
based on continuous observation of 
the dedication, practice, and maturity 
of a student over the years, whereas 
in institutions, the assessment is time-
bound, with grading systems and 
formal examinations, that not only 
limits the qualitative and experiential 
learning but also reduces the potential 

of the students, to a set of technical 
skills, rather than going beyond of it.

This way,  challenges may 
appear, but conquering them and 
preserving our culture and its 

opportunity that we should seize. 
For that, the innovative cell designed 
to disseminate and preserve the 
indigenousness of knowledge in 
our country, known as the Indian 
Knowledge System (IKS) or the 

the Ministry of Education (MoE) 
at  AICTE, New Delhi , which 
promotes traditional knowledge 
in the field of Arts, Agriculture, 
Bas ic  Sc iences ,  Enginee r ing 
& Technology,  Archi tec ture , 
Management,  Economics, etc., 
through interdisciplinary research 
and societal applications (Indian 
Knowledge Systems, n.d.). Higher 
education institutions act as a 
platform that elevates Kathak beyond 
national borders, by collaborating 
internationally through exchange 
programs and digital platforms, 
because of which Kathak not only 
reaches the global audience, but also 

world. Due to institutionalisation, 
this field has opened a diverse 
range of careers for students, 
beyond performances, such as arts 
administration, dance therapy, cultural 
tourism, choreography, research and 
education itself.  Kathak Pedagogy 
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in Higher Education provides the 
space for interdisciplinary research, 
blending the traditional philosophies 
with contemporary and scientific 
understanding. There is considerable 
research being done in this regard, 

DMT), enhancement of mental 
health and well-being, cognitive 
functioning, stress reduction, and 
many more, which indicates its link 
to other subjects, which open doors to 
interdisciplinary research and social 
well-being. 

Conclusion

Kathak originated from Guru-

education unveils the challenges 
and opportunities for preserving its 
Indigenous knowledge and cultural 
identity. As the traditional method of 
teaching encompasses experiential 
and in-depth learning due to the 
transition to a structured platform 
definitely unlocks new pathways, 
but the limitations of it can’t be 
ignored. The higher educational 
institutions serve an important role 
in the continuity of the indigenous 
knowledge of Kathak by integrating 
traditional methods in contemporary 
academic approaches. Universities 
are fostering interdisciplinary research 
and disseminating this art form to a 
wider audience. Initiatives like the 
IKS cell (Indian Knowledge System 

promoting research and application 
of indigenous knowledge in various 

By embracing the indigenousness 
of Kathak while leveraging the 
resources of Higher education, this art 
form will thrive. This dual approach 
elevates its cultural, spiritual, and 
practical knowledge, which enhances 
the society, adaptation to modern 
contexts, and contributes to the well-
being and intellectual development of 
future generations.
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Indian classical music has its 
origin in the Samaveda, one of the 
four Vedas (ancient Vedic texts). 
Among the four Vedas, the Samaveda 

in Sikh Gurbani Kirtan at the Golden 

like sadness, peace, anger, devotion, cheerfulness, etc. When these emotional ragas 
are blended with Gurbani (the bani of Almighty God) and recited by a person full of 
divinity, it reaches the stage that is the highest level of devotional enlightenment and 
is often referred to as Samadhi, Moksha, or Nirvana. The Golden Temple, the central 

of singing Gurbani in its given raga at the Golden Temple. Shri Guru Granth Sahib 
enlists 31 main ragas and 31 mishrit (mix) ragas, in which Gurbani has been inscribed 

and taal, which helps in achieving the ultimate goal of a human being, i.e., to break 
the chains of eternal return. This paper tries to explore how the ragas are integrated in 
Gurbani and how the samay siddhant of ragas are followed, as it is instructed by the 
Gurus to recite Gurbani, according to the time and ragas stated in the treatise.

Keywords: 

is considered the foundational text of 
music as it has 1875 verses, mostly 
borrowed from the Rigveda. These 
verses are performed by the priest 
while doing yagya; these prayers 
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lead to the development of the entire 
scale of Indian classical music and 
are a way to follow the spiritual path 
through music. The most important 
element of Indian classical music 
is the "Raga". "Raga" is a Sanskrit 
word. According to Matang Muni, in 

various swaras (notes) that pleases the 
mind and soul of the listeners. Music 
is considered a Universal medium of 
spiritual expression, as music is all 
about "Naad", which means "sound", 

Guru Granth Sahib, the holy granth 
of Sikhs, where Guru Nanak Dev Ji 
states that 

” 

ANG.1368 (Guru Nanak, n.d.)

the naad vibrates there, and endless 
musicians play every instrument there. 

" 

(Guru Nanak, n.d.)

the naad vibrates there, among the 
sounds and the sights of bliss.

Guru Nanak Dev Ji, the first 
Guru of the Sikh religion, started 
the Kirtan of Gurbani in ragas along 
with Bhai Bala Ji and Bhai Mardana 
Ji, who played Rabab. Guru Nanak 
Dev Ji took Bhai Mardana Ji and Bhai 

Bala along with him on the spiritual 
journey, which was known as ‘Udasi’. 
Guru Nanak Ji completed four ‘Udasi’ 
throughout his life. 

Gurbani Kirtan, where Guru 
(the Enlightener) and his Bani (word 
or speech of the lord) are sung in 
the form of Kirtan, i.e., praising 
and singing God's name repeatedly 
along with Raga and Taal. Raag and 
taal are the important aspects of the 
Kirtan, as the hymns of God should 
be sung according to the meaning 
of those shabad and also according 
to the Rasas they are written in. The 
ultimate goal of Kirtan is to hymn the 
glory of God and take one's mind and 
soul closer to him. Kirtan or Gurbani 
Kirtan, according to Guru Nanak Dev 
Ji, is the easiest way and path to reach 
God and to be merged in him. Gurbani 
Kirtan leads the peace and joy to the 
mind and soul, which will attain the 
stage of Sehaj (Bliss). Gurbani, along 
with music (Raag and Taal), will help 
in magnifying the emotional appeal 
of a person. By repeating the shabad, 
the mind becomes stable, and when it 
is sung in a particular raga, it boosts 
the devotional appeal of the hymns 
and above all, what is important is 
love and how passionately a person 
wants to meet the almighty God. 
Singing Gurbani Kirtan and chanting 
the name of God will not do anything 
if we don't sing it with love and trust 
towards God.

As said by Guru Gobind Singh in 
his Bani 
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" " 

2012)

the god.
Love and trust are essential 

elements of Kirtan. One should recite 
Gurbani with love and trust, as the 
Guru advocated, which is typically 
held in a congregation. In Sikhism, it 
is held at the Gurudwara premises. 

One day near Baghdad, Guru 
Nanak Dev Ji, while in his daily 
routine of singing hymns along with 
Bhai Mardana, who played the Rabec 
(rabab- a string instrument), got 
some local Muslims upset because 
of the music, as they see music as 
leading to raising the desire and the 
pleasure. Their leader Pir Dastgir had 
a conversation with Guru Nanak Dev 
Ji, where guru ji told him that the God 
is the ultimate and great musician of 
this world, he made this world with 
full of natural sounds, he created the 
cosmic melody - the sound of rain, 
air, humming of bees, gentle rustle of 
the plants etc., so Guru Ji’s teaching 
changed his mind and made him 
understand that loving music is the 
part of human nature, so it should be 
used to sing the glory of the god.

Guru Nanak dev hi composed 974 
hymns in 19 ragas. He composed the 
bani like Barahmah, Aarti, Patti, Asa-
di -var (in Raga Asa). According to 
Guru Nanak Dev Ji, Kirtan is the best 
and easiest way for worshipping God, 
and also Kirtan is the main meal for 

people on this earth. As said by Guru 
Arjun Dev ji-

worship.
Guru Nanak Dev Ji, as a master 

of Gurbani Kirtan sung in classical 
ragas and in the genre of the dhrupad 
style of gayaki. Guru Nanak Dev 
Ji generally said to Bhai Mardana, 
"Mardana, play the rabab, and the 
divine melody flows in". Guru Ji 
popularised many ragas like Asa, 
Tukhari, Suhi, Sorath, etc.

Guru Amardas Ji the third guru of 
Sikhism choose the land near Amritsar 
city, it was said by the ancestors that 
this land is gifted by emperor Akbar 
to Guru Ji daughter Bibi Bhani, it 
was called Guru Da Chakk after that 
Guru Ji ordered his disciple Ramdas 
(who later on become the fourth 

land for the foundation of new town. 
Ramdas ji acquired the land by giving 
money to the owner of the village 
Tung. The land which was acquired 
by Ramdas ji had a small pond where 
once Guru Nanak Dev Ji, along with 
Bhai Mardana, visited and recited the 
divine hymns of the Gurbani. Guru 
Ramdas Ji succeeded Guru Amardas Ji 
and established the town, and named it 
"Ramdaspur".
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of Sikhism, started constructing the 
Gurudwara and invited the famous 
saint of Lahore, Hazrat Miya Meer, 
to lay the foundation stone. Guru 
Arjun Dev ji's biggest contribution 
to humanity was the compilation of 
the Adi Granth, in which there were 
the divine bani of all four gurus and 

caste, also included the bani of 15 
bhagats. Guru Arjun Dev ji also led 
the construction to the completion of 
gurudwara in the pool, which has four 
doors signifying open for all. In 1604, 
Guru Ji installed the Holy Scripture, 
i.e., the Adi- Granth which has the 
Banis of the Guru and Bhagats. 
Guru Arjun Dev Ji was greatly fond 
of music, but still he ordered the 
congregation to do Kirtan and started 
teaching them the Gurbani Kirtan 
in ragas. He also invented a string 
instrument called "Saranda", which 
he used to play while singing Gurbani 
Kirtan. Similarly, later on, Guru 
Hargobind Singh introduced a new 
class of singers called "Dhadhi" and 
also introduced the new instruments 
"Dhadh" and " Sarangi". Dhadhi sang 
heroic deeds of the warriors to inspire 
the soldiers with the Gurbani of Veer 
Rasa and music.

Guru Teg Bahadur, the ninth guru, 
also known as "Hind di chadar" for 
scarifying his life to save the Hindu 
religion, especially the pandits of 
Kashmir, composed 116 hymns in 15 
ragas. Guru Gobind Singh, the tenth 
guru, was a great patron of poets and 

musicians. He himself created and 
played the "Taus" and also introduced 
another string instrument called the 
"Dilruba" to Gurmat Sangeet.

Guru Arjun Dev Ji, after the 
installation of Adi-Granth at Golden 
Temple, ordered the Sikh sangat to 
do the Kirtan at Sri Harmandir Sahib 
according to the raga timing. Guru Ji's 
primary goal for the compilation and 
installation of "Adi-Granth" was the 
Naam-Jap, chanting of the shabad. He 
wants to create a place where people 
come and recite the Gurbani Kirtan. 
Gurbani Kirtan is the path from utter 
ignorance to attaining eternal bliss- it 
is the Mahamantra. Gurbani Kirtan 
not only turns someone into a great 
musician but also transforms them 
into a wise and holy person. Gurbani 
Kirtan changes the mindset of human 
being and they become a better, wiser 
and spiritual person.

Kirtan Chowkies: Gurbani Kirtan 
started from the period of Guru Nanak 
Dev ji and was followed by all the 
gurus till now. It is followed at the 
Gurudwara Sahib. Sri Harmandir 
Sahib (Golden Temple) has a unique 
Kirtan tradition in the form of 

 1. Tinpahee ki Kirtan chowkie 
(2:30 to 3:30) morning time. 
Ragas like Prabhati, Gauri, etc. 
are recited. For example, Raag 
Prabhati in Gurbani kirtan is as 
given below-
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Asa-di-var in Raga Asa. For example, Raag Asa in Gurbani kirtan is as given 
below-
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like Bilawal, Alhaiya Bilawal, Raag Devgandhari, etc. For example, Raag 
Devgandhari in Gurbani kirtan is as given below-

       

and is followed by hymns in ragas like Todi, Gujri, Asawari, etc. For example, 
Raag Todi in Gurbani kirtan is as given below-
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in ragas like Sarang, Sorath, Gond, etc. For example, Raag Sorath on Gurbani 
kirtan is as given below-

      

like Tukhari, Dhanashri, Puriya, Marwa, etc. For example, Raag Dhanasri in 
Gurbani kirtan is as given below-
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recited at this time.

Marubihag, Bihagra, Kedar, etc. For example, Raag Kalyan in Gurbani kirtan 
is as given below-

are sung in ragas like Kanhra, Jaijawanti, Darbari, etc. For example, Raag 
Jaijawanti in Gurbani kirtan is as given below-

        

Apart from these Kirtan chowkies 
at Golden Temple, seasonal ragas are 
also sung, for example, during the 

rainy season, ragas like Malhar are 
mandatory for all the Kirtaniya to 
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during the spring season, Basant Raga 
is compulsory to recite.

Shri Guru Granth Sahib holds 
a very special place in this world. 
This holy Granth is not merely for 
the Sikh people; it is for all humanity 
as it guides the people to achieve 
spiritual liberation (Moksha) with 
the help of music. As all the Gurbani 
are composed in a particular raga. 
Guru Granth Sahib was compiled by 
Guru Arjun Dev ji and was written 
by Bhai Gurdas Ji. Later on, the 
tenth guru added the Gurbani of Teg 
Bahadur Ji. In 1708, Guru Gobind 
Singh Ji declared that Guru Granth 
Sahib is the eternal living guru of 

guru to the tenth guru, all the bani 
are composed in particular ragas, 
and they mandate all the Kirtaniya 
(who recite Gurbani Kirtan) to sing 
Gurbani in its given raga in which 
it is written. The Golden Temple is 
the spiritual centre of the entire Sikh 
community, which follows the same 
rules given by the guru. Kirtaniye 
starts Kirtan with Manglacharan, and 
then is followed by the raga shabad of 
that particular time. The whole day at 
Golden Temple, Kirtan is performed 
in ragas according to the time. Guru 
sahib's message is to attain the Jivan-
mukti (liberation while alive) from 
this world. Shabad of guru along with 
ragas, is the easiest way to meet the 
Almighty God in this era.
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on  Disability

Disability is one of the reasons for ill mental health. Main emphasis is given to 
physical health and mental health is neglected resulting in feeling of isolation, anxiety, 
depression and many other impairments. Intervention through music and music therapy 
is considered as important tool for improvement in mental well being of disabled 
persons. So, the aim of this study is to collect  review related to role of music in 
enhancing mental well being of Disabled. It is also supported by research studies that 

creativity, emotional stability and better mental health.
Key words : Mental health, Music, Disability.

Mental health is a Condition of mental 
wellness that helps an individual  to 
cope with the life stressors, realize 
ones potential, learn properly and 
make a positive contribution to their 
country or community. Everyone's 
mental health is unique, and it can be 

community, and larger societal issues. 
While most people can bounce back 
from tough times, facing difficult 
situations can make someone more 
likely to experience mental health 
problems. These problems can include 
mental illnesses, issues with social 
functioning, or even just feeling really 

down, struggling to get by, or being at 
risk of hurting oneself. A lot of these 
mental health issues can be treated 
pretty easily and without breaking the 
bank, but sadly, healthcare systems 
often don't have enough resources, 
and many people worldwide don't get 
the help they need. Research by Jamie 
Koenig, Kiley J. McLean, and Lauren 
Bishop in 2024 pointed out that people 
with disabilities tend to have poorer 
mental health than those without, 

functioning, the worse their mental 
health often is. This indicates that 
we're not doing enough to support 
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the mental well-being of people who 
face the biggest functional challenges. 
Disability itself is understood as a 
combination of personal health issues 
and how well someone can manage in 
their surroundings. 

Mental health is an important 

of life.. If we struggle to overcome 
our stress,anxiety, and depression,  it's 
hard to do our best in our everyday 
lives. Lots of students today get 
sidetracked by problems they're going 
through. So, it's a good idea to look 
into how music therapy can help 
students with their mental health, 

ignore how music affects school 
settings. It's also a way to handle 
other worries, anxiety, or sadness. 
Besides helping us stay focused and 
in control, music can actually boost 
how well students do in school. We 
often think of music as just for fun, 
but it turns out it's a powerful way to 
help people deal with mental health 
struggles like stress, anxiety, and 
depression. Picking the right kind 
of music for how you're feeling can 

those emotional challenges. The type 
of music really matters because some 
styles, like techno or heavy metal, 
can actually make you feel worse 
instead of helping you relax. Music 
doesn't just ease stress, anxiety, and 
depression; it also helps students 
do better in class and improve their 

grades because it brings a sense of 
focus and calm to the brain.

A research study looked into how 
music impacts the learning results 
for children with disabilities, and 

encounter when educating these 
students. To meet their goals, the 
researchers employed a qualitative, 
descriptive case study approach. 
Three teachers were tasked with 
creating monthly lesson plans that 
incorporated music for teaching these 
children. The researchers reviewed 
these plans before they were put 
into action. Subsequently, two of the 
teachers were interviewed in depth 
using guided, open-ended questions. 
The observations and interview data 
were then analyzed by theme to grasp 
the challenges associated with using 
music as a teaching aid for students 
with disabilities.( Sharon Campbell-
Phillips,2020).

Nirenj S Binu (2023) Music is 
seen as a great way to make life better 
for people with physical disabilities. 
Kids with disabilities often deal with 

they feel, think, and move. Music has 
become a really helpful approach for 
improving their emotional and sensory 
health, as well as their development 
and psychological needs. This applies 
to a range of conditions like autism, 
Down syndrome, cerebral palsy, and 
intellectual disabilities. By looking 
at research that uses personal stories 
and experiences, this study explores 
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helps kids with disabilities get better 
at talking, showing their feelings, 
connecting with others, developing 
motor skills, and generally improving 
how they live. Music therapy makes a 

children by helping them live better.
Music is super important for 

people throughout their lives. For 
instance, it helps babies form strong 
connections with their parents and 
can provide much-needed comfort 
and care during end-of-life situations. 
You know how parents all over the 
world sing to their newborns? Studies 
show this really helps moms and 
babies connect better and calms the 
baby down. (Vlismas et al., 2013; 
Mualem and Klein, 2013). It's also 
been found that music can help older 
folks with dementia feel less anxious 
and agitated. (Sung et al., 2012)Music 
therapy is also great for making 
people feel better during medical 
treatments, easing pain and anxiety. 
The author points out that music is a 
simple and readily available way to 
help manage pain, working alongside 
other treatments. (Lin et al., 2021). 
By releasing feel-good chemicals and 
changing how we perceive pain, music 
can make things more comfortable for 
kids and teens dealing with long-term 
pain or medical procedures. (Huang 
& Duell, 2022).People with profound 
mental  and multiple disabilities are 
dependent on others in all conditions 
of their life. Their communication is 

not verbal, idiosyncratic and expressed 
by bodily movements, movements and 

It has been observed that disability 
is a major cause for impairment in 

person,(Granlund, Almqvist and 
Wilder ,2013)                          A 
substantial intellectual disability 
and a significant motor disability 

PIMD (Nakken and Vlaskamp ,2007).
Furthermore, several additional 
sensory impairments and medical 
comorbidities are nearly always 
present in individuals with PIMD.
When used as an alternative treatment 
for depression in ADHD children 
and adolescents, music therapy 
showed positive neurophysiological 
and psychological  e ffects .  A 
neurophysiological and psychological 
approach can be used to use music as 
a new alternative of medicine to treat 
and prevent the depression of ADHD. 
The confirmed results' indicators 
meet the need for continuous 
application and the added value of 
use. Additionally, through active use 

is expected to contribute to the 
establishment and spread of clinical 
foundations. The literature shows 
that music therapy is used as an 
evidence-based intervention to meet 
the physical, emotional, cognitive, 
and social needs of individuals. In 
addition to other therapeutic methods, 
music therapy is used in a therapeutic 
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relationship in two active and 
passive ways, including production, 
acceptance, and reproduction in two 
active and passive modes. It is also 
used to treat disorders and improve 
the mental health of the family and 
society .Furthermore, music therapy 

rehabilitation, clinical care, and social 
skills development of children with ID 
(Xiong, 2020).

and social/behavioral dysfunction 
are at least three broad domains of 
functioning where music therapy 

treatment of  emotionally disturbed 
children, according to a review of 
the literature on the subject.A solid 
foundation in developmental theory 
is necessary for assessment and 
intervention in each of these area, 
and this is an essential part of music 
therapists' training.Music therapy 

as lowering anxiety levels (Cooke, 
1969).

Music plays an important role 
for improvement in the mental 
functioning of disabled but we need 
to choose interventions and music 
therapy according to the need of the 

adversely to the individual.
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Narrative Analysis.

This study is based on qualitative narrative analysis. It incorporates the narratives 

which is considered as one of the oldest living cities of India known for spirituality, 

like Varanasi form a socially and culturally sidelined minority, with their experiences 
largely overlooked in scholarly work. Centering this group lets the study depict the 
subtle nuances of identity negotiation, expression, and validation amid conservative 
social norms. Music is selected as the central lens because it functions as a powerful 
and accessible medium for emotional expression, identity construction, and community 

explored, validated, and connected to broader queer narratives. This dual focus enables 

Keywords: 
Music Sociology.

LGBTQIA+ individuals’ lives are 

heteronormative standards, and levels 
of acceptance or stigma. In numerous 

settings, openly embracing queer 
identity faces restrictions, prompting 
people to explore other avenues for 
self-expression. Elements like lyrics, 
melodies, genres, and performers 
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frequently echo personal challenges 
around gender, sexuality, belonging, 
and authenticity. Although prior 
studies have investigated musical 

identity development, there is still 
a lack of narrative-focused research 
that prioritizes the personal stories 
and perspectives of LGBTQIA+ 

void by exploring how LGBTQIA+ 
community members describe their 
connections to music and their views 
on queer visibility in the music 
industry.

Varanasi stands as one of India’s 
oldest  continuously inhabited 
cities, carrying profound religious, 
spiritual, and cultural weight. In these 
environments, non-normative gender 
and sexual expressions tend to be 
erased rather than directly challenged. 
This reflects a pervasive silence 
and control that stifles deviations 
from societal expectations. Much 
of India’s LGBTQIA+ scholarship 
targets metro hubs like Delhi, 
Mumbai, and Bengaluru, where 
queer spaces, advocacy, and visibility 
thrive. As a culturally conservative 
non-metropolitan center, Varanasi has 
received scant attention. This research 
intentionally spotlights Varanasi 
to investigate how LGBTQIA+ 
people manage their identities and 
expressions amid constrained and 
often concealed queer presence.

Research Design

This study is  based on a 
qualitative narrative research design. 
Narrative inquiry proves ideal for 
exploring subjective experiences, 
identity formation etc. While typically 
pursued via interviews, narratives 
can also be drawn from open-
ended written replies too, enabling 
participants to ponder and voice their 
stories in their own terms.

Participants

The sample consisted of 20 
individuals who self-identified 
as belonging to the LGBTQIA+ 
community.  Part icipation was 
v o l u n t a r y  a n d  a n o n y m o u s . 
Demographic diversity in terms of 
gender identity, sexual orientation, 
and age was present within the 

for ethical purposes. Below are two 

the respondent’s gender and sexuality.
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Data Collection Tool

Data has been collected through 
an online google questionnaire. Two 
open-ended questions formed the core 
of the study:

1 .“How does  mus ic  he lp 
understand or express identity?”

2.“Do you think more queer 
musicians need to come up to the 
forefront? If yes, explain why.”

These questions were designed 
to elicit reflective and narrative 
responses.

Data Analysis

Responses have been analyzed 
using thematic narrative analysis. The 
process involved repeated reading 
of responses, coding for recurring 
meanings, and grouping narratives 
into broader thematic patterns. Direct 
excerpts from participants’ responses 
were retained to preserve narrative 
authenticity.

Participants have answered 
the questionnaires voluntarily. All 
identifying information and responses 
collected have been treated with 

maintained.
Literature Review: Music serves 

as a vital tool for people to build, 
convey, and reshape their identities, 
far beyond mere amusement. It acts 

woven into daily routines (DeNora, 
2000). Listeners draw on it through 
habits like playing tracks, relating to 
lyrics, and feeling emotional echoes to 

their selfhood. Frith (1996) posits that 
music doesn’t just mirror identity—it 
generates it, letting people “inhabit 
themselves” via sounds, words, and 
shows.

Studies in psychology and 
sociology tie music tastes to self-
image, principles, and feelings (North 
& Hargreaves, 2008). It helps to align 

moods, positioning it as key terrain 
for identity crafting. This dynamic 

policed identities.
Extensive work shows music’s 

power in mood management and 
mental resilience. Juslin and Sloboda 
(2010) note its ability to heighten, or 
shift emotions, aiding control over 
tension, grief, and overwhelm. Thayer 
et al. (1994) reveal deliberate use of 
music for mood tuning, equilibrium, 
and everyday strain relief.

Quali tat ive inquiries stress 
music’s part in emotional endurance. 
McFerran and Saarikallio (2014) 
show reliance on it in fragile times, 
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creating a bias-free zone for handling 
tough-to-voice sentiments. These roles 
matter most for those facing solitude, 
self-conflict, or scarce supportive 
environments.

LGBTQIA+ people traverse 
intricate emotional terrains marked 
by prejudice, erasure, and oversight. 
Meyer’s Minority Stress Model (2003) 
traces chronic mental strain to bias, 
hiding, and self-stigma in gender and 
sexual minorities. Such pressures 
demand discreet coping that skips 
coming out or clashes.

Taylor (2012) calls pop music 
a hub for “queer world-building,” 
freeing visions past straight norms. 
Via words, styles, and acts, queer 
artists defy mainstream tales, pitching 
fresh takes on romance, craving, and 
being.

Biddle and Knights (2018) 
underscore music’s adaptable, feeling-
driven arena for hashing out gender 
and sex, especially for the sidelined. 
Queer performers fuel this, sparking 
recognition and community. Jones 
et al. (2021) find LGBTQ+ folks 
forge deep bonds with such artists, 
tying music for coming out and self-
unity. Cultural presence carries a big 
mental weight. Spotting oneself in 
shared realms cuts loneliness and 
bolsters sidelined lives’ validity. 
For LGBTQIA+ people, queer 
artist visibility breaks silence and 
mainstreams varied selves. In these 
settings, music and icons gain extra 
heft. Queer artists deliver not just 

feeling matches but emblems of hope, 
pushback, and rightness.

While existing literature has 
established the emotional and 
identity-related functions of music 
and documented the psychological 
challenges faced by LGBTQIA+ 
individuals, there is limited research 
that centers LGBTQIA+ voices 
through narrative accounts of music 
use. Moreover, studies focusing 
on how LGBTQIA+ individuals 
perceive queer representation in 
music—particularly through their 
own words—remain scarce. This 
gap underscores the importance 
of narrative-based research that 
foregrounds community voices and 
explores music as a site of identity 
expression, emotional coping, and 
cultural visibility.

The present research 
is guided by two key questions and 
is a narrative analysis based on the 
data collected through an online 
questionnaire. The two key research 
questions are as follows:

1 . H o w  d o e s  mu s i c  h e l p 
LGBTQIA+ individuals understand 
or express their identity?

2.Do LGBTQIA+ individuals 
believe that more queer musicians 
need to come to the forefront, and 
why?

The me 1 :  Mus ic  as  Ide n t i t y 

Many participants described music 
as a mirror through which they are 
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able to recognize and understand 
their identity. Music allows them to 

express verbally, particularly during 
periods of confusion or self-discovery.

One participant wrote:

“Music helps me express my 
identity by giving voice to my 
emotions and experience when words 
alone are not enough”

Another participant wrote:

“Music becomes a safe emotional 
language when words feel risky or 
unavailable. Growing up, especially 
in environments where queerness 
isn’t openly accepted, music often 
provides privacy, comfort, and 
validation. Lyrics about longing, 
difference, heartbreak, or self-
acceptance can resonate strongly, 
even if they aren’t explicitly queer. 
Soft, melodic music in particular 
is often described as a space for 
introspection—helping people process 
feelings of vulnerability, sensitivity, 
and emotional depth that society may 
discourage men from expressing. 
Through music, many gay men learn 
that tenderness, emotion, and softness 
are strengths, not weaknesses. Music 
also helps in identity affirmation. 
Queer artists, queer anthems, or 
even non-queer songs that can be 
reinterpreted allow listeners to see 
themselves reflected somewhere. 
Singing along, creating playlists, or 
attending concerts can feel like quietly 
saying, “This is who I am.”

These narratives suggest that 
music functions as a language of 
identity, enabling individuals to make 
sense of their internal experiences.

Theme 2: Music as Emotional Shelter 
and Survival

Participants frequently described 
music as an emotional refuge, 
especially in moments of loneliness, 
rejection, or stress. Music was 
portrayed as a constant companion 

Some of the narratives by 
participants are as follows:

“I feel seen in their music. As a 
queer person, we are often bereft of 
collectivity so it’s a safe space for me 
!!”

“It blocks the noise of everyday 
life, gives me a void to lose myself 
into without worrying about what’s 
out there. “

“I use music to release stress; I 
don’t connect with any song because 
every song I listen to in Bhojpuri has 

These narratives highlight music’s 
role in emotional regulation and 
psychological coping. For many, 
listening to music is not merely 
recreational but a vital strategy for 
maintaining emotional balance. From 
one of the narratives above, it is 

for people to bear su
happening in society.
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and the Need for Queer Musicians

An overwhelming majori ty 
of participants expressed a strong 
desire for greater visibility of queer 
musicians. Representation is linked to 
feelings of validation, normalization, 
and hope.

Some of such narratives that came 
up during the online survey are as 
follows: (The question asked was if 
more queer musicians need to come to 
the forefront and why?”)

“ Abso lu t e ly.  More  qu ee r 
musicians at the forefront means 
more honest storytelling and fewer 
barriers for the next generation. When 

diversity of the world, music becomes 
more innovative, and listeners 
everywhere—especia l ly  queer 
youth—get to see their own lives 
treated as worthy of the spotlight.”

”So that people know that there 
are queer people too: who want to 
create their own identity”

“YES!  Queer  s torie s  and 
narratives are very different from 
those of our cis-hetro peers, we 
experience love, heartbreak and 
challenges differently, and even 

of themselves! Having music that 
speaks to my lived experiences would 

“Yes definitely.  There are 
thousands of people who belong to 
the LGBTQIA+ community but due to 
the social stigma and hatred people are 

scared of being visible and remain in 
the closet. So, if more queer musicians 
and artists come to the forefront, more 
people would have the courage to 
come out and live normal lives. Also, 
queer narratives need to come up so 
that queer people feel like they are not 
alone and can relate and on the other 
hand, it spreads awareness among the 
other people of the society.”

“Yes, more queer musicians 
should come to the forefront, because 
visibility plays a powerful role in 
shaping culture and self-acceptance. 
When queer artists are seen and heard 
openly, it challenges stereotypes 
and normalizes diverse identities in 
society. Representation helps listeners, 
especially young or questioning 
individuals, feel recognized and 
less alone. Queer musicians also 
bring unique perspectives shaped 
by their lived experiences of love, 
struggle, identity, and resilience. 
These experiences enrich music with 
emotional honesty and new narratives 
that are often missing in mainstream 
spaces. Their voices expand what 
is considered universal in music. 
In addition, having more queer 
artists in the spotlight helps break 
the idea that success requires hiding 
one’s identity. It creates safer, more 
inclusive creative industries where 
authenticity is valued. When queer 
musicians lead openly, they don’t just 
entertain—they inspire social change, 
empathy, and freedom of expression.”
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Participants emphasized that 
queer musicians challenge dominant 
narratives and create spaces where 
diverse identities are acknowledged. 
Visibility is seen not only as 
empowering for LGBTQIA+ listeners 
but also as a means of educating 
society and reducing social stigma.

This study’s findings reinforce 
existing research on the powerful 
role of music in shaping identity and 
regulating emotions. Participants’ 
accounts highlight music’s varied 
psychological and cultural functions, 
particularly for individuals navigating 
marginalized identities. Music 
supports self-recognition, emotional 
strength, and a sense of connection to 
broader queer narratives.

Th e  s t ron g  e mpha s i s  o n 
representation aligns with queer 
cultural theory, which underscores 
visibility as essential for challenging 
dominant norms. Participants’ calls for 
greater representation of queer artists 

authentically represent their lived 
experiences.

Most importantly, the narrative 
analysis of questionnaire responses 
demonstrates that even brief written 
reflections can offer meaningful 
insights into community experiences.

This research positions music 
as an essential narrative space for 

LGBTQIA+ individuals, where 
identi ty formation,  emot ional 
expression, and acts of resistance 
converge. Music serves not only as a 
means of self-expression but also as 

through meaningful representation.
The results point to the importance 

of amplifying queer voices within the 
music industry and encourage further 
research that foregrounds LGBTQIA+ 
experiences. Acknowledging the role 
of music in supporting emotional 
health and affirming identity may 
be especially valuable for music 
educators, mental health professionals, 
and cultural organizations working 
with marginalized communities.

Limitations and Future Prospects:
The study’s reliance on self-

reported questionnaire data and 
a relatively small survey limits 
generalizability. Future research 
could incorporate in-depth interviews, 
longitudinal designs, or comparative 
studies across cultural contexts.
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Hastamudra Practice

and modern studies, the way these gestures actually work on stage has not received 
equal attention. This paper studies the hastamudra system as a lived, bodily practice 

that shapes how gestures are executed, the way meanings are grouped within the 
gesture lexicon, and the role of character type in altering meaning. The study shows 

active dramatic language. The strong, grounded body stance supports clear gesture 
projection, while groups such as p
gestures create internal patterns. Meaning depends on muscle tension, timing, and 

icaka Vadha and ana Saugandhika, along with 
training methods, show how performers learn to narrate epics through the hands alone.

Keywords:
performance pedagogy, gesture syntax

Introduction

The gestural vocabulary of 
Kathakali has captivated scholars for 
its remarkable capacity to narrate 
entire epics without recourse to 
verbal speech. Scholarly catalogues 

semantic units derived from twenty-

four foundational hand shapes, 
each capable of conveying multiple 
meanings contingent upon context, 
directional orientation, and execution 
speed (Pandeya, 1961). However, 

to explain how these gestures function 
within Kathakali’s distinctive kinetic 
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logic. A pataka executed by a noble 
hero and the identical shape performed 
by a chaotic demon share fundamental 

stage. Understanding this distinction 
necessitates moving beyond lexical 
inventory toward analysis of the 
embodied principles governing gesture 
execution.

T h i s  p a p e r  i n v e s t i g a t e s 
Kathakali’s hastamudra system 
as a practice-based phenomenon, 
examining the aesthetic architecture 
shaping gesture del ivery,  the 
functional clustering organising 
vocabulary acquisition, the character-

shapes with moral meaning, and the 
pedagogical protocols transmitting 
this knowledge across generations. 
The central argument posits that 
Kathakali’s gesture grammar operates 
as a multimodal dramaturgical 
engine wherein hand, eye, face, 
stance, and percussion function as a 

meaning emerging from kinetic 
context rather than isolated form.

The methodology integrates 
performance analysis with close 
reading of scene sequences and 
documentation of training practices. 
Two canonical  plays— icaka 
Vadha and ana Saugandhika—
provide case studies demonstrating 
gesture syntax in action. The paper 
draws upon scholarship by Zarrilli 
(1990, 2000), Pandeya (1961), 

Menon (2023), and Arachchi (2022), 
supplemented by treatise references 
and pedagogical observation.

The study of classical gesture 
as embodied practice requires 
frameworks transcending text-centred 
semiotics. Foster (2011) contends 
that kinesthetic knowledge—the 
intelligence residing in muscles, 
j o i n t s ,  a n d  p r o p r i o c e p t i v e 
awareness—constitutes a distinct 
epistemological domain irreducible to 
verbal or written description. Within 
this perspective, the dancer’s body 
functions not merely as an instrument 
executing prescribed signs but as 
an active site of meaning-making 
where cultural knowledge is stored, 
transmitted, and transformed through 
physical practice.

The concept of multimodal 
integration proves particularly 
salient for Kathakali analysis. 
Class ica l  Indian  performance 
theory consistently emphasises the 
interdependence of hand, eye, and 
facial expression. The celebrated verse 
from Abhinaya Darpana—”Where 
the hand goes, there the eye follows; 
where the eye goes, there the mind 
follows; where the mind goes, there 
emotion arises; where emotion arises, 
there rasa is born”—encapsulates this 
principle (Nandikesvara, trans. 2002). 
Kathakali pedagogy maintains this 
integration with exceptional rigour, 
training performers to coordinate 
gesture with gaze, facial expression, 
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and drum cue so that meaning emerges 
from their convergence rather than 
from any isolated element.

The notion of “accent” or 
“colouring” in gesture delivery 
provides another crucial analytical 
concept. Just as spoken language 
carries regional and social accents 
inflecting meaning beyond lexical 
content, performed gestures carry 
kinetic accents—variations in tension, 
tempo, and trajectory—signalling 
character disposition. Zarrilli (2000) 
documents how Kathakali’s makeup 
codes visually announce character 
type before a single gesture occurs; 
this paper extends that observation 
by examining how gestural execution 
itself embodies moral typology.

Finally, the principle of semantic 
economy explains how a limited 
alphabet generates vast vocabulary. 
Pandeya (1961) observes that 
twenty-four root shapes expand into 

units through combination rules, 
directional variation, and contextual 
application. This generative grammar 
enables performers to translate any 
poetic image into gesture while 
maintaining audience legibility, 
the underlying system remaining 
consistent throughout.

Stance and Gestural Grammar

The Mandala Sthanaka Foundation

Kathakali’s gesture vocabulary 
does not float independent of the 

body; it rises from a solid physical 
platform that ancient treatises term 
mundala sthanaka. This foundational 
s tance  posi t ions  feet  wide—
approximately four hand-spans 
apart—with knees bent, thighs turned 
outward, spine upright yet springy, 
and chest elevated (Zarrilli, 2000). 
The performer appears poised to leap, 
projecting an image of controlled 
energy that performance manuals 
associate with the heroic mood. Even 
gentle or feminine roles maintain 
a softened version, establishing a 
common stage “font” upon which 
different characters inscribe their 
gestures.

Daily training within the kalari 
develops the physical capacity to 
sustain this demanding posture for 
extended periods. Oil massage, 
stretching exercises, and martial 
drills adapted from Kalaripayattu 
cultivate the thigh and calf strength 
necessary for the deep crouch while 
training shoulders to retract, necks 
to lengthen, and gazes to elevate 
appropriately (Arachchi, 2022). The 
stance thus serves functional rather 
than decorative purposes: anchoring 
weight, balancing elaborate headgear, 
and framing the hand with such clarity 
that even distant viewers can discern 

Alphabet

The Hasta lak sa na D ipik a 
catalogues twenty-four single-hand 
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shapes as the mula or roots of 

every larger sign (Thampuran, 1892). 

Kerala tradition designates these the 

—the dance alphabet. A 

pataka, a claw-like mrgasirsa, a 

tight musti: each shape independently 

carries several general meanings 

Pandeya (1961) estimates these 

roots generate approximately five 

hundred stable semantic units through 

combination and variation.

Precision in finger  angles 

proves essential, as slack thumbs or 

reverse meaning. The treatise cautions 

that a mudra must remain stable in 

in shoulder before expressive 

elaboration is attempted (Thampuran, 

1892). Gurus correct angles through 

immediate physical adjustment; senior 

performers detect errors from across 

the stage.

Unlike Mohiniyattam’s rounded 

wrist-loops, Kathakali mudras project 

in straight lines or clear arcs. A 

kartarimukha cuts sideways like a 

sword edge; a musti snaps forward 

on accented syllables. This sharp 

geometry harmonises with the brassy 

pulse of the chenda drum and the 

rectangular outline of the heroic 

stance, creating a coherent kinetic 

vocabulary suited to epic narrative.

M u l t i m o d a l  I n t e g r a t i o n  i n 
Performance

On stage, no mudra stands in 

isolation. When a performer indicates 

“forest” using pataka, the eyes travel 

decisively along the palm’s direction, 

the jaw sets with determination, and 

the drummer marks the transition with 

create a coherent semantic unit that 

audiences grasp instantaneously 

without verbal narration (Menon, 

2023). The Abhinaya Darpana 

aphorism thus describes not an ideal 

but a practical requirement: meaning 

collapses if hand, eye, and mind fail 

to align.

Functional Clusters: Organising the 
Gestural Lexicon

Performers and teachers organise 
Kathakali’s gesture vocabulary into 
families—groups sharing either 

clustering aids both students learning 
related signs together and researchers 
perceiving structural patterns within 
apparent complexity (Kurup, 2014).

The Pataka Cluster

Pataka, the straight palm with 

folded slightly inward, heads the 
categorical list. The Hastalaksana 
Dipika devotes several verses to its 
meanings: sun, king, wind, ocean, 
elephant, wave, lightning, and more 
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(Thampuran, 1892). Small shifts in 

level, tilt, or movement select the 

appropriate sense during performance. 

Tripataka bends the ring finger; 

ardhapataka bends both ring and 

little fingers. Kerala masters treat 

family rather than independent letters 

(Sreenathan, 1992).

Typical applications include 

scene-setting—both hands in pataka 

sweeping low for earth, lifting high 

for sky, rippling for river—and rank-

marking, where pataka held chest-

the same palm circling downward 

indicates servitude (Menon, 2023). In 

icaka Vadha, Draupadi points pataka 

toward the palace indicating the king’s 

show servant’s quarters, mapping 

spatial hierarchy without physical 
scenery.

Numerous creatures possess iconic 
hand configurations. Mrgasirsa—
thumb and little finger extended, 

deer or cow; hamsasya—thumb 

spread—depicts swan or small bird; 
bhramara—index and little finger 
extended, hand circling—evokes a 
hovering bee; simhamukha—index 

represents a roaring lion (Pandeya, 

1961). Compound forms combine root 

shapes for larger creatures: one hand 

as a trunk creates an elephant.

These animal signs also serve 

metaphoric purposes. Bhramara can 

indicate sweet fragrance; maganuria 

can reference diva because he holds 

a deer. The same shape thus carries 

depending on narrative context.

Epic heroes rarely appear without 

arms, and Kathakali mimes every 

bow-string draw and mace-swing 

through gestural code. Bow and arrow 

combine two sikhara shapes: the front 

arm steadies as the bow while the 

katakamukha to release. A raised 

musti represents the mace wielded by 

Bhima or Hanuman. Down-slanted 

kartarimukha suggests a sword blade 

while the empty left arm curves as 

shield. Indra’s thunderbolt combines 

sikhara and musti (Pandeya, 1961; 

Sreenathan, 1992).

Because weapons inhabit audience 

memory, minimal gesture suffices: 

when the singer names Gandiva, 

viewers perceive the bow through 

evokes rather than depicts, relying 

upon shared cultural knowledge to 

complete the image.
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stage into weather and cosmos. 

ardhacandra held overhead indicates 

sideways depict wind (Zarrilli, 2000). 
These signs frequently coordinate 
with lighting and drum texture: 
rolling chenda strokes combined with 

conditions.

The Guna System

Kathakali’s gesture signs are 

execute them identically. Every 
movement carries an additional 
layer of colouring drawn from the 
performer’s guna—the innate moral 
quality of the role. Kerala masters 
classify all characters into three 
temperaments signalled visually 
through face-paint: pacca green or soft 
yellow minukku for sattvika purity, 
katti green with red knife pattern 
for rajasika passion, and red-beard 
or black-beard makeup for tamasika 
darkness (Menon, 2023; Kurup, 2014).

Sattvika heroes and heroines move 
like steady flames. Gurus instruct 

smooth and contained (Namboodiri, 
cited in Pandeya, 1961). Pataka 
signifying “king” or “truth” lifts only 
to shoulder height, holds for a full 
breath, then lowers in a quiet arc. 
Hamsasya showing “beauty” curves 
gently at the wrist with eyes following 
softly. Anjali for prayer draws slowly 
toward the brow, thumbs touching 
lightly to signal devotion rather than 
display.

Finger tension occupies midway 
between limp and rigid; transitions 
melt one shape into the next so 

jerk. This restraint generates rasas 
such as srngara and karuna without 
disrupting heroic composure.

Rajasika anti-heroes inhabit 
restless fire. Their fingers lock 
tight, wrists snap, and arms carve 
sharp diagonals. Pataka delivered as 
command whips from hip to forehead 

inward twist communicating authority 
(Arachchi, 2022). Kartarimukha 
slices the air like a dagger; Ravana 
emphasises threat by adding sudden 
elbow jabs. Musti lifted overhead 
with elbow fully extended marks 

momentarily to show barely contained 
anger.

Holds are shorter, impact stronger, 
and wrist angles steeper than in pacca 
delivery, matching the pounding 
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chenda rhythm accompanying katti 
scenes. Yet clarity never diminishes; 
rajasika polish demonstrates that the 
character still claims royal breeding 
(Pandeya, 1961).

Ta m a s i k a  d e m o n s  b r e a k 
established lines entirely. Fingers 
are either iron-stiff or claw-wide; 
wrists jerk or vibrate; arms sweep 
in irregular arcs. Musti becomes a 

full circle before slamming it forward, 
sometimes adding a growl (Zarrilli, 
2000). Simhamukha for a roaring 
beast thrusts past shoulder height, 

rapidly—three shakes marking frenzy.
Tempo rises to iratti or double-

fast; transitions blur slightly, yet root 
shapes remain readable. Coarseness 
immediately communicates to viewers 
that ignorance and violence govern 
this body (Vimal, 2017).

T h e  g u n a  s y s t e m  t h u s 
demonstrates that semantic meaning 
emerges not from hand shape alone 
but from kinetic accent applied to 
that shape. An anjali by Hanuman 
resonates with genuine devotion 
because palms meet gently, eyes 
soften, and shoulders sink. The 
identical palm-join executed rapidly 
by Kicaka with a crooked grin reads as 
mock respect—audiences laugh at the 
hypocrisy (Harikumar, 2019). Gesture 

becomes sentence plus speaker’s 
attitude within a single frame.

This canonical play provides 
a crucible of vira and raudra rasa, 
testing the gestural system’s capacity 
for violent narrative. Draupadi enters 
dishevelled, touching kapittha to her 
temple signalling troubled thought, 
then extending palms in anjali 
travelling forward, transforming 
prayer into plea (Menon, 2023). As 
the vocalist intones her lament, her 

then slide into musti against forearm 
miming forcible dragging. Sarpasirsa 
near the breast sketches Kicaka’s 
lecherous touch, punctuated by an 

universal imperative “Stop!”
Bhima listens, steadying Draupadi 

with soothing pataka, then expands 

arching forward, buttocks thrusting 
backward. A single musti shoots 
skyward, quivering; the fist then 
crashes into the opposite palm, sealing 
the contract of vengeance (Zarrilli, 
2000).

The nocturnal duel proceeds 
through rapid gesture chains. During 
the iratti fight sequence, mudra 
accents remain essential: ardhacandra 
shapes an urn hurled at Bhima; 
musti-on-wrist depicts seizure; 
sikhara at the throat culminates in 
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mock strangulation. Death is shown 
rather than enacted: swift pataka 
tilts downward as the katti slumps, 

indicates a falling body.

Kalyana Saugandhika

This play shifts register toward 
comedy and revelation. Bhima quests 
for a divine flower, inhaling its 

before his nostrils while alapadma 
eases outward visualising aroma, then 
snapping into suci probing the forest 
path (Kurup, 2014). Periodic pataka 
sweeps map terrain as the singer 
queries “Where is the fragrance?”

When the snow-white-bearded 
Hanuman lies across the path, Bhima 
halts with double pataka front, 
palms outward. Sarpasirsa traces the 
serpentine tail curve; eyebrows vault 
in disbelief. Kapittha at the mouth plus 
pataka toward the monkey commands 
“Lift it!” Hanuman’s reply emerges 
as slow-motion hamsasya, tremoring 
downward feigning weakness.

Comic esca la t ion fol lows. 
Indignant, Bhima performs the 
sarcastic laugh—mrgasirsa over lips—
followed by dismissive wave (Menon, 
2023). Grasping the invisible tail 
with twin musti, he leans backward, 
knees buckle, shoulders strain. The 
drum delivers bass strokes while 
his chest heaves—an honest battle 
lost. Exhaustion yields reflection; 
Bhima lifts catura to his brow, eyes 

narrowing—”Who is this creature?” 

currents, hinting at Vayu lineage. 
He drops to one knee extending 
anjali. Hanuman straightens, raising 
abhaya pataka in benediction while 
the left hand crafts an aureole via 
hamsapaksa: “son of wind.”

Both plays demonstrate how 
Kathakali chains root mudras into 
gesture clauses delivering subject, 
verb, and object simultaneously—
what Zarrilli (2000) terms “speaking 
polyphonically with the body.”

Protocols

The Training Sequence

Kathakali education commences 
before dawn, typically around three 
or four in the morning (Zarrilli, 
1990). At institutions such as Kerala 
Kalamandalam, pupils aged ten or 
eleven enter a seven-year regimen of 
massage, martial stretches, footwork, 
and mudra drill. Morning oil massage 
enables the guru to lengthen muscles 
for the deep plie stance; martial drills 
adapted from Kalaripayattu impart 

between shapes hundreds of times 
without tremor (Arachchi, 2022).

On the initial day, novices are 
instructed to master four mudras 
before dreaming of forty (Pandeya, 
1961). For months students recite the 
twenty-four-sloka list while fixing 
each shape; gurus tap errant knuckles 
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at correct angles. This sloka-chanting-
plus-hand-shaping drill echoes every 
dawn at Kalamandalam.

Each sign is tagged to a Sanskrit 
or  Malayalam couplet  li st ing 
canonical meanings: pataka equals 
sun, king, wind, ocean; musti equals 

demonstrate three or four canonical 
applications, then learn extension 
by analogy under guru guidance. By 
the third year, pupils convert entire 
poetic lines into gesture strings. 
Advanced disciples must recount epics 
spontaneously—a discipline inherited 
from Kutiyattam’s improvisational 
tradition (Menon, 2023).

Guru Perspectives on Method

Senior teachers have articulated 
diverse pedagogical philosophies. 
Some prize austerity, demanding 
students repeat four mudras for years 
before touching face-work (Pandeya, 
1961). Others blend concept and 
craft, conducting evening lectures on 
treatise verses so dancers understand 
the rationale underlying each palm 

notation following collaboration on 
documentation projects, developing 
cue-sheets aiding repertory restaging 
(Sreenathan, 1992).

Younger teachers report that 
written aids accelerate syllabus 
coverage, freeing time for creativity, 
yet they still commence each rehearsal 
with spoken kara-suddhi drill—rapid-

so the body remembers grammar 
before the actor remembers story.

Body and Page

The coexistence of oral-embodied 
transmission and documentary 
notation serves complementary 
functions. Notation freezes exact 
finger geometry, enabling revival 
of rarely performed scenes and 
standardising instruction across 
geographic distances. Yet gurus 
caution that static glyphs cannot 
encode tempo, force, or emotional 
tint; authentic knowledge remains “in 
the blood” (Kurup, 2014). Institutions 
therefore treat notation as dictionary 
rather than script: useful for recalling 
forgotten signs but never substituting 
for studio drilling.

Discussion and Conclusion

The analysis presented here 
demonstrates that  Kathakal i’s 
hastamudra system operates as a 
sophisticated dramaturgical engine 
rather than simple illustration of sung 
text. Several key principles emerge 
from this investigation.

First, multimodal coherence 
ensures that gesture meaning arises 
from the convergence of hand, 
eye, face, stance, and percussion 
rather than from hand shape alone. 
Performers train to coordinate these 
elements so thoroughly that their 
separation becomes impossible in 
practice.
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Second, generative economy 

four root shapes to produce vast 
vocabulary through combination rules, 
directional variation, and contextual 
application. This economy facilitates 
both learning and creative extension: 
new narrative objects can be signed by 
recombining familiar forms.

Third, character modulation 
transforms identical shapes into 
morally distinct signs through kinetic 
accent. The guna system demonstrates 
that gesture carries ethical weight—
audiences perceive virtue, passion, or 
brutality through movement quality 

their intuition.
Fourth, embodied pedagogy 

ensures that this knowledge is 
t r ansmit ted  through phys ical 
conditioning, oral recitation, and 
improvisational challenge rather 
than textual study alone. The training 
sequence builds kinesthetic memory 
that precedes and underlies conscious 
interpretation.

T h e s e  p r i n c i p l e s  c a r r y 
impl ica t ions  for  intercul tural 
transmission. When Kathakali travels 
to international stages, multimodal 
coherence must be preserved even as 

explanation. The generative grammar 
enables  creative adaptat ion—
contemporary themes can be signed 
using traditional roots—without losing 
stylistic coherence. Understanding 

charac te r  modula t ion  ass i s t s 
international students in grasping 
that Kathakali’s gesture vocabulary 
constitutes not a neutral code but an 
embodied ethics.

Future research might extend this 
analysis through comparative study of 
gesture modulation in other classical 
traditions, examination of how 
diaspora teaching contexts transform 
training protocols, and investigation 
of digital documentation’s capacity 
to capture kinetic accent alongside 
shape geometry. The practice-based 

template for understanding classical 
gesture systems as dynamic embodied 
practices rather than static lexical 
inventories.
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Indian culture is one of the world's 
most ancient and rich cultures. Its 
roots extend deep into the Vedas, 
Upanishads, Puranas, and various 
folk traditions. In the mid-to-late 
19th century, progressive India was 
grappling with social, religious, 
and educational crises. Issues such 
as idol worship, superstition, Sati, 
child marriage, the harsh aspects of 
the caste system, and the absence of 

women's education were distorting 
society. At this time, the Arya Samaj, 
under the leadership of Swami 
Dayanand Saraswati, emerged as a 
major pillar of the Indian cultural 
renaissance.  

Swami Dayanand Saraswati 
officially founded the Arya Samaj 
in Bombay (now Mumbai) on April 
10, 1875, although his ideals and 
teachings were already influential 
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in society. Dayanand Saraswati 
advocated the pure teachings of 
the Vedas and rational religiosity 
against modern hypocrisy and 
superstition. His primary objective 
was to reestablish the supremacy of 
the Vedas. The Arya Samaj strongly 
opposed idol worship, rituals, and 
social superstitions and resolved 
to build a society based on Vedic 
pr inc ip les .  Swami  Dayanand 
Saraswati (1824-1883), born into a 
Brahmin family in Tankara, Gujarat, 
vowed to disseminate the true essence 
of the Vedas under the inspiration 
of his guru, Virjanand. Through his 
treatise, Satyarth Prakash, he refuted 

and rational approach. His broad 
vision shaped social reforms in India 
and fostered nationalism through his 
message of "return to the Vedas." The 
primary objective of the Arya Samaj 
was to reestablish Vedic knowledge. 
Dayanand Saraswati, in his Satyarth 

are the embodiment of truth, while 
later works may contradict them. 
Based on this belief, the Arya Samaj 
was launched in Mumbai in 1875 
with ten principles. Over time, these 

1877. The Arya Samaj also declared 
that all human beings are equal, and 
that one's caste or class is determined 
by one's qualities and actions, not by 
birth.

universal religious and moral 
guidelines.

witchcraft, and unnecessary 
rituals.

voice against child marriage, 
sati, and the caste system.

science as the primary means 
of social reform.

cleanliness, and de-addiction.
The Arya Samaj advocated 

a return to the Vedic source of 
religious life, but not in a protectionist 
paradigm, but rather as one linked to 
reason, morality, and social welfare.

Recognizing the Vedas as the 
foundation of religion, the Arya Samaj 
worked to disseminate principles that 
were against the prevailing dogmas, 
superstitions, and rituals. Through 
the study and dissemination of Vedic 
texts, rationality and morality entered 
the spiritual life of society. This 
strengthened aspects of the Indian 
religious tradition that were more 
inclusive and humane from a social 
and philosophical perspective.
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(ii) Opposition to Superstitions and 
Social Evils

The Arya Samaj openly fought 
against the practice of Sati, child 
marriage, and the rigid forms of 
the caste system. The Arya Samaj's 
propaganda and local activities 
increased public awareness against 
these practices and contributed to their 
reduction in many places.

Practice

The Arya Samaj attempted to 
simplify worship and rituals, make 

community. Instead of idol worship or 

linked to truthful conduct, education, 
and social welfare. This increased the 
social utility of religious activities.

In these reform programs, the 
Arya Samaj promoted equality 
through education and inspired people 
to rise above caste discrimination. It 
advocated the adoption of science and 
reason over faith in both religion and 
country. As a result, the Arya Samaj 
also strengthened Indian nationalism 
during the freedom struggle.

Contribution to Social Reforms

(i) Women's Education and Women's 
Rights

The Arya  Samaj  s t rongly 
supported women's education. The 
Arya Samaj's established schools and 
missionaries expanded educational 

opportunities for girls. At the 
ideological level, it emphasized the 
dignity, freedom, and equality of 
women. Opposition to child marriage 
and sati were key elements of the Arya 
Samaj's social policies.

( i i )  A c t i o n s  A g a i n s t  C a s t e 
Discrimination

A c c o r d i n g  t o  D a y a n a n d 
Saraswati's ideas, caste should not be 
determined by birth, but by actions 
and qualities. This idea challenged the 
rigid caste system prevalent in society 
and promoted a culture of equality. 
The Arya Samaj organized speeches, 
campaigns, and workshops against 
caste-based discrimination in many 
places.

addiction

The Arya  Samaj  ac t ive ly 
protested against alcohol, gambling, 
and other forms of addiction. 
Sanitation campaigns and public 
health awareness programs were 
organized in rural and urban areas. 
This initiative was an important step 
towards modernity in the socio-
cultural landscape of that time.

These  ini t ia t ives  inc luded 
women's education, inter-caste 
marriages, and the construction of 
orphanages and widows' homes. 
The Arya Samaj promoted equality 
through education and inspired people 
to rise above caste discrimination.
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The Arya Samaj was a pioneer 
in women's empowerment. Swami 
Dayanand advocated for equal rights 
for women based on Vedic ideas. His 
major contributions include:
 (i) Promoting women's education 

- The Arya Samaj established 
girls' gurukuls and schools, 
encouraging families to educate 
their daughters.

 (ii) Condemning child marriage - 
Based on the Vedas, he declared 
child marriage invalid and 
stated that full adulthood is 
necessary for marriage.

 (iii)  Supporting widow remarriage - 
He removed the stigma attached 
to widows and protected their 
right to a new marital life.

 (iv) Equal participation in religious 
activities - The Arya Samaj 
opposed customs that deprived 
women of rituals like yajna, 
Veda worship, etc.

Th is  approach  of  Swami 
Dayanand laid the foundation for 
women's rights in Indian society. 
Citing the Vedas and the revised 
Manusmriti, he argued that women 
should be respected equally with men. 
As a result, in many Arya Samaj girls' 
gurukuls, students recite the Vedas, 
wear the sacred thread, and conduct 
group rituals.

The Arya Samaj considered 
education the foundation of social 

reform and, accordingly, established 
numerous educational institutions. 
The establishment of the Dayanand 
Anglo-Vedic (DAV) School in Lahore 
(now Pakistan) in the late 19th 
century symbolized the movement's 
educational direction.
 (i) D AV  M o v e m e n t  a n d 

Institutions - The objective of 
DAV schools and colleges was 
to integrate modern, English-
based education with Vedic 
culture and ethics. These 
institutions provided Indian 
youth with education in modern 
science, mathematics, history, 
and languages, as well as 
knowledge of Indian culture 
and philosophy.

 (ii) Inclusion in Education - The 
Arya  Samaj  encouraged 
education not only for men 
but also for women. This 
fostered a sense of high ideals 
and self-reliance in society. 
Furthermore,  the schools 
attempted to bring education 
to rural areas, thereby fostering 
educational awareness among 
the lower strata of society.

 (iii) Language and Form - The Arya 
Samaj paid special attention 
to the promotion of Hindi 
and Sanskrit. Culture and 
modernity were combined by 
incorporating Sanskrit verses 
and excerpts from the Vedas 
into teaching methods.
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Integration

The Arya Samaj's influence 
was not  l imited to  re l igious 
and social matters; it also made 

consciousness and the freedom 
movement. Many Arya Samaj leaders 
and academics were active in the 
national movement. Lala Lajpat Rai, 
Swami Shraddhanand, and other 
thinkers integrated the principles 
of the Arya Samaj with national 
consciousness and became a source of 
inspiration for Indian independence 
and cultural renaissance. The Arya 
Samaj's indigenous consciousness 
also strengthened the Congress-based 
movement and the freedom struggle.

Level

The Arya  Samaj  went  to 
villages and carried out social work, 
campaigning against illiteracy, 
promoting cleanliness, folk culture, 
and health awareness. This infused 
Vedic vision and morality into the 
folk traditions that were part of Indian 
culture. Folk songs, hymns, and 

Cultural Preservation and New 

cultural values - truth, non-violence, 
religious tolerance, and humanity - in 
a modern context. It did not blindly 

imitate traditional culture; rather, it 
attempted to reinterpret it and make 
it relevant to the times. The Arya 
Samaj's role in preserving Indian 
languages, literature, and music has 
also been evident.

The  Arya  Samaj ' s  Vedic-
based approach may limit cultural 

toward purification and religious 
establishment sometimes made social 

After the mid-20th century, 
when the changing nature of society 
and religious pluralism posed new 
challenges, some of the Arya Samaj's 
policies failed to adapt to the times.

Relevance

In present-day India, where 
globalization, consumerism, and 
cultural flows have brought both 
positive and negative impacts, the 
Arya Samaj's rational, educational, 
and ethical values remain relevant. 
The principles of the Arya Samaj 
can prove to be useful guides even 
today, particularly in the areas of 
education, public sanitation, social 
equality, and cultural self-respect. 
The Arya Samaj attempted to liberate 

devaluation and reconnect it with 
Vedic morality, logic, and education. 
Its role in social reform, the spread 
of education, the development of 
national consciousness, and cultural 
preservation has been incomparable. 
The Arya Samaj's overall contribution 
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culture's revival.
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