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Nepal is India’s closets neighbor and the world’s only Hindu Nation .The Religious , 
Cultural , and historical traditions , customs ,arts and skills of this country , nestled in 
the lap of the Himalayas , have been associated with India since ancient times . There 
have been more discussions about this country in Indian literature from time to time 
than about any other country . Even today ,hundreds of pilgrimage sites ,monasteries 
,temples ,rivers, mountains etc. In Nepal have kept the ancient Indian cultural and 

of Nepal continuously anoint the Indian territory , so too the Indian stream of thought 

to Nepal as it embodies its rich culture identity , integrates spiritual practices binds 
communities ,serves as a means of expression and social commentary, and preserves 
heritage .   Music education in Nepal is evolving from informal learning to structured 

formal degrees and training ,focusing on preserving Nepal’s rich , diverse musical 
heritage alongside modern and western styles , though challenges in pedagogy and 
infrastructure persist.

Key words- Nepal, Education ,Culture ,University, Music                   

*Assistant Professor : University of Allahabad, Email Id- mishraswarnima555@gmail.com                                                                                                  

, Phone No- 9140778722                                                                                                                                     

**Department of Music and Performing Arts, University of  Allahabad

A good system of music education 
helps a country helps a country to 
develop economically and culturally 
.Systematic music education is very 
important for the social developing of 

any country . Music has become very 
useful to all aspects of our life. Music 
education has continuous from ancient 
days till today .  The formal education 
of music in Nepal was started after 
the establishment of Padma Kanya 
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High school .Which was formally 
opened in Kathmandu in 1947 AD. 
However the development of formal 
music education appears to have 
progressed slowly after that initial step 
. The establishment of Nepal sangeet 
Maha Vidyalaya in 1957 under the 
auspices of the Nepal sangeet parishad 

college in the country .There are three 
types of the music education system 
,namely ,informal, non-formal, and 
formal .The practice of formal music 
education university programs in 
Nepal has approximately 60 years of 
History . During the period , only a 
few universities , colleges , and school 
have been academically providing 
music education. Education is the 
backbone of any society. A nation 
builds and sustains upon the values 
of education it imparts, to the humane 
seeds that germinates into mightier 
perennial plants, to protect the Nation 
and take it to the highest rung of the 
global ladder. An important parameter 

of education on the society is through 
the assessment of the quality imparted, 
which necessi tates continuous 
implementation of innovative teaching 
methods and practice. Higher music 
education in Nepal has evolved from 
informal guru – shishya traditions into 
formal university- based programs 
over the past several decades .This 
shift began in earnest following 
the establishment if Tribhuvan 
University in 1959,which became 

the first institution to incorporate 
structured music education into 
academic programs.

Here is description of some such 
universities that have worked for 
music in Nepal-

1 -Tr ibh uv an  Univ er s i t y- 
Tribhuvan University(TU) , Nepal’s 
oldest and largest university ,was 
es tablished in 1959 by King 
Mahendra ,named after his father 
King Tribhuvan ,To centralize higher 
education ,initially bringing existing 
colleges under its umbrella and later 
expanding significantly under that 
1971 National Education system 
Plan to become the backbone of the 
nation’s academic progress from 
its base in Kiritipur , Kathmandu 

higher education through programs 
like Bachelor of Fine Arts ( BFA) in 
classical music ,and Master of Fine 
Arts (MFA)in music ,focusing on 
Eastern  Western and Nepali Folk 
traditions with practical skills and 
theory , open to students from various 
background with relevant training 
,leading  to careers in performance 
research ,and production .TU’s 

MPhil in music.
Padma Kanya campus (1959)- 

Padma kanya campus is the first 
campus to institutionalize formal 
music education ,teaching classical 
vocal ,instrumental, and dance. 
Padma Kanya Multiple Campus 
is a historic women’s college in 
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Bagbazaar ,Kathmandu, established 
1951 .inaugurated by King Tribhuvan 
,offering degrees in Humanities, 
Management ,and Science ,and 
playing a crucial role in empowering 
female students in country.  

Ratna Rajya Laxmi Campus 
– Ratna Rajya Laxmi Campus 
in Kathmandu, Nepal, started as 
Ratna Rajya Laxmi Girls college 
in 1961with just three students, 
Expanded formal music education 
within the TU system .

Fine Arts campus(1979)- Further 
integrated music studies into higher 
education.

Faculty of Education (1967)- 
Included music at the Intermediate 
level ,allocating 200 marks showing 
early academic integration.  

 Srijana College of 
Fine Arts in Kathmandu, Nepal was 
established in 2001 by a group of 
artists and art enthusiasts .It was 

University ,a iming to provide 
quality art education and promote 
Nepali culture ,with its campus and 
community focus evolving from a 
vision for a dedicated art institution 
.The college is situated in Lagimpat , 
Kathmandu, serving as a central hub 
for art education .

Department of Music- Kathmandu 

in Music (Ethnomusicology) and 

a Master of arts in Music program 
.These include classical and traditional 
music training alongside research and 
performance components .

4-Kalanidhi Indira Sangeet 
  Kalanidhi 

Indira Sangeet Mahavidyalaya 
is  Nepa l’s  premier  c lass ica l 
music institution ,established in 
1963,accredited by Indian bodies 
like Bhatkhande sangeet and Prayag 
sangeet samiti ,with Pandit Ranga 

dedicated to promoting music 
education through its curriculum in 
Hindustani Classical Music .Kalanidhi 
Indira sangeet Mahavidyalaya is a 

institute in Nepal.
5-Sangeet Natak Academy/ 

Drama – Nepal Academy and Music 
and Drama  is prominent institution 
in Nepal dedicated to promote, and 
develop Nepal’s rich cultural heritage, 

,dance and theaters .
De spi t e  h av ing  so  man y 

institutions music education in Nepal’s 
higher education faces challenges in 
quality and accessibility due to limited 
institutions ,outdated curricula, and 
lack of government support.

Nepal Music Center- The Nepal 
Music Center (NMC) also known as 
the Nepal Sangeet Vidyalaya ,was 
founded in 2006 AD and is situated in 
Pingalasthan  , Kathmandu ,The center 
has been exploring the folk music 
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of many ethnic groups as a potential 
teaching resource since it opened. 

of musical genres.  Music technology 
vocals ,drums guitar table ,music 
theory ,arranging and composing are 
few of them.   

Curriculum Gaps- Traditional 
focus on Eastern classical music needs 
better integration with contemporary 
Nepali and Western music and 
technology .

Teacher Training – A shortage 

educators limits program quality .
Institutional Limitations – Few 

Universities offer comprehensive 
music programs ,leading many 
aspiring musicians to study abroad.

Assessment Issues- Current 
assessment methods need critical 
reflection to ensure they foster 
democratic ideals, participation ,and 
diverse student experiences ,rather 
than just performance.

Career Stigma- Music is often 
seen as a hobby ,not a viable career , 
lacking institutional support and broad 
professional pathways.

Economic Barriers- Although 
public universities are relatively 

instruments , private practice , and 
materials make music education less 
accessible to students from low – 
income families.

Lack of Early Exposure- Music is 

not widely taught as a formal subject 
at primary and secondary school 
levels .As a result ,many students 
enter higher training, discouraging 
participation and limiting enrollment.    

New Programs- Establishment of 
MPhil/PhD in Fine Arts at Tribhuvan 

Curriculum Evolution- Efforts 
to revise music courses to include 
diverse traditions.

Technology Integration- Use of 
ICT is being explored to enhance 
content delivery and access.

Lack of Market Demand And  
Student Interest- Many students enroll 
but drop out after learning basics, 
preferring popular genres, citing 
low demand for classical music and 
a perceived lack of patience for its 
rigorous practice. 

Universities in Nepal struggle 
with classical music education due 
to a lack of market demand, leading 
students to quite for mainstream 
music ,coupled with systemic issues 
like outdated curricula ,inadequate 
facilities , economic ,barriers and 
brain drain .

Conclusion- Music education 
in Nepal’s higher education system 
has made important contributions 
to preserving traditional music 
and producing skilled musicians 
and producing skilled musicians 
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.However, the quality of education is 
constrained by outdated curriculum, 
limited resources ,and weak research 

by geographic , economic , and social  
barriers. To improve the situation , 
Nepal needs curriculum modernization 
, stronger institutional support , early 
– level music education pathways , 
and inclusive policies that encourage 
wider participation . strengthening 
both quality and accessibility will 
help music education play a more 
meaningful role in Nepal’s academic 
and cultural development.     
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Kalin Abhilekh . Center for Nepal and 
Asian studies, Tribhuvan University, 
Nepal

 5. TU vision -2030 (2019) Tribhuvan 
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Qualitative Studt of Continuity and 
Change

Dr. Rakesh Kumar

The is one of a method where the music is being taught orally 
by a mentor to disciples. Indian Classical Music is also preserved by written notations 
of the compositions. This research paper explores the transition of the 

 to the written notations in preserving the classical music leading to wider 
accessibility and standardized archives.  This research paper mainly analyses the 
changes evolved in notation writing from the period of development of swara to the 
present day. The study explores the impact of writing notations on practising classical 

improvisations and intricate musical ornamentations of Indian classical music. The 
paper also discusses about the role of technological development in preserving. The 
primary source of this paper includes the comments of select musicians on the notation 
writing system. The paper also explores the modern technology of preserving the 
notations for future generations. The research paper employs a qualitative approach 
to comprehend the methods of preserving Indian classical music. 

Department of Instrumental Music, Faculty of Performing Arts, Banaras 

Hindu University, Varanasi.

Introduction

Indian classical music has been a 
vibrant tradition since ancient times. 
Its uniqueness lies in the fact that it 
is not merely a sound-based art, but 

also an integral part of spiritual and 
cultural heritage. The preservation and 
transmission of music continued orally 
for centuries, where the exchange of 
knowledge was made possible mainly 
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through the  tradition. 
Indian classical music has two distinct 
streams: Hindustani classical music 
and Carnatic classical music. Both 
classical music genres share the 

which together form the structural 
basis of performance.  With time, the 
need for other means of preserving 
music was felt. In this context, the 
system of notation writing was 

contribution towards preserving music 
in written form. 

The objectives of this research 
study are to explore the ways of 
preservation and transmission 
of  Indian classical  music by 
understanding the role of 

, Indian Notation writing 
systems, its influence on music 
practice, pedagogy and its limitations 
in capturing the intricate nuances of 
Indian classical music, and the role 
of modern technology in learning, 
preserving and accessing. 

The research considers insights 
from practitioners regarding the 
practical utility and limitations 
of notations in Indian classical 
music. The study aims to offer a 
comprehensive understanding of 
the transformation of preservation 
practices in Indian classical music.

In Indian tradition, the term 
‘Guru’

A Guru is not limited to one who 
only imparts subject-based or 
technical knowledge. A Guru has 
philosophical understanding, ethical 
values, aesthetic sensibility, and 
cultural continuity. A Guru is a 
respected mentor and advisor who 
has understanding acquired from self-
realization and experience in addition 
to knowledge.

The term  refers to the 
disciple or learner who receives 
knowledge under the guidance 
of a Guru. A  is an active 
participant in a long-term pedagogical 
relationship, committed to learning 
through observation, imitation, 
practice, and internalisation.1 The 

tradition, whose responsibility lies in 
preserving, practising, and eventually 
transmitting the knowledge further. 
The success of the pedagogical 
process is reflected not merely in 
technical proficiency but in the 
disciple’s ability to uphold the artistic 
values and integrity of the tradition. 

Within Indian classical music, a 
Guru plays a vital role in shaping the 
disciple’s understanding of , 
improvisations, intricate nuances, and 
emotional expression ( ). The 

 acquires knowledge and learns 
through rigorous practice ( ), 
surrender of ego, patience, and deep 
respect for the Guru and the tradition. 
The  not only absorbs musical 
structures, but also the principles that 

2
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 may be 

framework characterised by oral 
transmission, experiential learning, 
long-term mentorship, and cultural 
continuity. The word  
denotes succession or continuity. 
Indian classical music has been 
preserved and transmitted through 

Guru–
 is one of the 

traditional methods to teach Indian 
Classical music. This pedagogical 

medium for the transmission of 
Indian classical music. This method 
emphasizes one-to-one teaching. 
Knowledge was primarily transmitted 
orally. Here, the disciple grasps 
knowledge from the mentor through 
direct interaction, and the learning 
process involves listening and 
memorising compositions through 
repeated and dedicated practice, 
ensuring the subt le  nuances . 
Through the tradition of Guru–

, the artistic values, 
musical nuances and the essence of 
Indian classical music are preserved, 
ensuring the continuity of the legacy.3 

Through , 
the unique techniques for musical 
presentation of artists have been 
passed from generation to generation. 
This establishes a  when 
the musical techniques are passed 
to a minimum of three generations 
continuously. Through the  
tradition, distinctive musical styles 

were carefully preserved and passed 
down across generations, eventually 
becoming a defining identity for 
the disciples associated with each 

. (4)

According to Shri Jawaharlal 
(personal communication, September 
13, 2025), a Shehnai artist of the 

 who is also 
renowned for his expertise in semi-
classical forms such as Thumri, 
Kajri, and Chaiti, emphasized that 
the art of playing the Shehnai can 
only be acquired through a guru, as 
no formal educational institution in 

He further elaborated on how the 
stylistic nuances and repertoire of 
the  have been 
transmitted exclusively through 
the traditional lineage, 
thereby preserving its authenticity and 
regional identity.

Dr. Supriya Shah (personal 
communication, September 9, 2025) 
highlighted the pedagogical continuity 
of the  in 
contemporary academic contexts. 
She discussed a composition in 
Hansdhwani that she had learned 
through her guru, 
Shankar Mishra. This composition, 
passed down through the familial 
lineage of her guru, represents a living 
example of oral transmission within 
institutional frameworks. Through 
such teaching, the compositions 
rooted in traditional practices have 
been preserved and transmitted at the 
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educational level as well. Likewise, 
certain compositions whose notations 
are not available in any books, or 
written/published by any individual. 
Such compositions are transmitted 
to students and audiences through 
recordings or live performances by 
the guru or disciples of a particular 
gharana. 

The process of understanding 
how Indian classical music has 
been preserved requires a careful 
examination of the historical 
development of swara (musical 
notes). The development of swara 
can be considered from the Vedic 
period. According to Dharmavati 
Srivastava, the term ‘ ’ 
is found in Vedic Period. Probably, 

 has been used for seven 
notes. (ratnavali). In 
types of notes are described – Udatta, 

 and Sannatar are in the way 
parts of Svaritta. 

According to ; 
 is sung through the notes for 

mandra, krushta and atisvarya. It 
is noted here that the names of four 
notes are numeric and other three 
are descriptive words. These types 
of notes indicate the development 
of  . In the beginning 
of Vedic period, notes were called 
as ‘yama’, and during the Vedic 

period itself, the names like Shadaja, 
 etc. came into 

use. Anciently,  etc. words were 
used for the notes and later on vedic 
scholar named the notes to Shadaja, 
Rishaba etc. This is how the names of 
the swara that we use now developed. 
The categories of  and  
swara were also developed which laid 
the groundwork for the development 
of the .5

In the medieval period, the treatise 
 (13th century 

CE) by , provided a 
swara, 

 and . He described about 
22  (microtones), elaborating 
on how the seven swara could be 
rendered in multiple subtle shades.

Systems

Notations are visual representation 
of music. Most of the earliest 
documentation related to music, is 
found in ancient treaties from around 
1st century BCE. Many manuscripts 
with collection of compositions were 
found on palm leaves, copper plates 
etc. The emergence of notations 
can be marked with the inscription 
of . It is a seventh-
century rock inscription found at 

, Tamil Nadu that 
contains musical notations. It is 
recognized as a surviving source of 
early Indian musical notation and was 

attention by P.R. Bhandarkar. The 
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 inscription contains 
notations that consists of syllabic 
representations of swaras arranged in 
a structured way.6

As music began to spread beyond 
courtly and hereditary contexts into 
public performance and institutional 
education, it led to the development 
of notation systems. In context of 
Hindustani classical music, musicians 
such as Pt.  Vishnu Digambar 
Paluskar and Pt. Vishnu Narayan 
Bhatkhande developed a systematic 
way of writing down the notes for the 
compositions. Pt. Vishnu Digambar 
Paluskar developed the Paluskar 
notation system, while Pt. Vishnu 
Narayan Bhatkhande developed the 
Bhatkhande Notation system. Both the 

along with the syllables to notate the 
music.7 Both the systems employ 

komal and 
 swaras, octaves, and 

beats of . The invention of the 
notation writing system represents the 
standardisation of swara in pedagogy 
and practice.8 As a research scholar 
and a music student, the Bhatkhande 
Notation system seems to be easier 
and more precise in reading than 
the Paluskar Notation system. At 
present, we follow the Bhatkhande 
Notation writing system for notating. 
The musical notation in printed 
format has led to the preservation of 
the compositions to a great extent. 
Thus, in addition to preserving swara 
through notation, it made easier for 

Indian classical music to be widely 
taught in classrooms, universities, and 
other medium. The documenting of 
Indian classical music has paved the 
way for music to be appreciated and 
studied globally.

Limitations of the Indian Notation 

The basic purpose of a notation 
system is to write music. Writing 
music helps in documenting in a 
printed format. The Indian notation 
writing system has its own limitations. 
As Indian Classical music is all 
about improvisations, the notation 
system cannot notate the intricate 
ornamentations, improvisations, 
and subtle nuances, limiting the 
comprehensive understanding of 
dynamic expressions.

Discussions with Dr. Nikhil 
Bhagat, (personal communication, 
September 11, 2025) on limitations 
of Indian notation writing system 
summarises that when Indian classical 
music is sung or played in practice, 

in notation due to the presence 
of dynamics, ornamentations, and 
subtle musical nuances that cannot 
be fully captured in written form. 
The notations are static and are 
just a skeleton of the compositions. 
Notations play a role as a tool in group 
performance or fusion performance. 
While performing or in a practice 
session, a performer or a music 
student can understand the musical 
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nuances and its differences in 
comparison with the notation written. 
Dr. Bhagat added that, unknowingly 
some fillers will be played while 
playing any compositions or phrase 
that enhance the beauty and musicality 
of the performance. If a performer 
needs to interpret any notation in their 
own standards, they improvise, as 
improvisation is the key element of 
Indian classical music. Improvisations 
are based on the interpretations of 
an artist. The various fillers and 
differences in sound to different 
syllables of Tabla must be added while 
playing and these variations in sound 
degrees cannot represent in the Indian 
notation system.

While listening to Indian classical 
music, it is evident that the  

swara 
while presenting a raga cannot be 
notated. For example, the swara 
Komal Gandhara Darbari 
Kanhada is slightly lower to the  
of normal Komal Gandhara. The 
Komal Gandhar of Darbari Kanhada 
is not same as the Komal Gandhar of 

Bageshri. Also, a video recording 
of Bansuri recital by Pt. Rajendra 

Marwa has been 
analysed while learning to clearly 
understand the dynamics and intricate 
nuances and state these limitations.9 

with the Indian notation system. The 

listening to or learning classical music 
from a mentor. There are many such 

examples of . There is no symbol 
to denote the intricate ornamentation, 
gamaka of Indian classical music. 
As a music student and practitioner 
of Hindustani classical music, the 
constraints and challenges of notating 
are quite evident. Therefore, the 
preservation of Indian classical music 
is not yet complete with the notation 
writing system. 

Technological Advancements in 
Preserving

The development of technology 
has ensured a great impact on 
preservation and transmission to a 
wider audience, making an easy to 
access globally. The introduction of 
audio recording technology marked a 

of Indian classical music. With the 
advancement of digital recording 
and storage technologies, music 
preservation has become more precise 
and durable. A vast collection of rare 

of artists that have been saved for 
future generations can be found at the 
Central Archives of All India Radio. 
Those recordings are released under 
the name of “Akashvani Sangeet” on 
CDs.10 Doordarshan tape libraries also 
preserve a vast collection of studio-
recorded and outdoor audio-visual 
programmes of Indian classical music. 
The recording is converted into a new 
format whenever technology advances 
and equipment become outdated.11

The development of digital 
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audio and video streaming platforms 
has enabled preserving the rare 
and innovative performances and 
compositions. For example, an audio 
recording of Ustad Shahid Parvez on 

 Shudha Sarang, a composition 
in 5.5 beats is available in Spotify.12 
Numerous video recordings available 
in YouTube and other platforms 
made Indian Classical Music more 
accessible, engaging and effective 
for learners. With technological 
progress, music has crossed the limits 
of geographical boundaries, becoming 
globally accessible through online 
platforms.

Additionally, virtual learning 
environments  and apps have 
revolutionized pedagogy, allowing 
students to engage with maestros 
remote ly,  t he reby  sus ta in ing 
traditional teaching methods in 
modern formats.13

In preservation, a few software 
systems have also been developed 
for notating Indian classical music. 
iSargam is a Unicode-based music 
notation system developed for 
Carnatic music to enable digital 
storage, publishing and retrieval.14 
In context of Hindustani classical 
music, Notatia is a software that is 
under development to digitally store, 
retrieve and share the systematic 
documentation of compositions, 
making the notation more accessible.15 

As technology continues to evolve, 
preservation methods will undergo 

Conclusion

Indian classical music has been 
preserved and transmitted through 
different methods. This research 
paper highlights the evolving methods 
of preserving particularly through 
the transition from the traditional 

 to written 
notation systems and the technological 
development in conservation. The 
purity of the Indian classical music 
can be learnt from the proper guidance 
of a mentor. Musical knowledge in 
this system is largely experiential 
and oral, and hence cannot be fully 
captured through notation or textual 
instruction alone. 

The notations are just the outline 
structures. The Indian notation system 
serves to document compositions in 
printing format, enabling standardized 
learning and archival methods. But 
the subtle nuances and intricate 
ornamentations of Indian Classical 
Music cannot be noted in written 
form. Hence, the oral tradition in 
Indian music highlights the limitations 
of written notations as it primarily 
captures basic parameters while 
omitting intricate nuances and 
ornamentations. 

While the notations play a 
crucial role in documenting music, 
it cannot fully replace the clarity of 
learning through live transmission 
and mentorship. With the advent of 
digital technologies, it has enabled 
preservation in digital form and 
transmission of Indian classical 
music for future generations. In 
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the researcher’s point of view, 
the methods of preservation is a 
continuous process as musical 
expression and techniques differ 
distinctly among individual musicians.
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The rapid emergence of AI-driven music technologies is transforming the creative 
economy worldwide, with Indian musicians and industry stakeholders facing new 
challenges and opportunities. This paper examines how generative AI is reshaping 

data and case examples. We begin by situating AI adoption within India’s burgeoning 

literature review highlights global analyses of AI’s impact on music and India-focused 

(e.g. Beatoven.ai, NaadSadhana, independent musician Jake Joss, and legal cases like 

or contested. Survey results and reports (e.g. Asian Development Bank and Stanford 

AI-exposed roles, though Indian employers remain largely optimistic about new AI 
jobs. We discuss how AI threatens some traditional roles (composers for jingles, session 

in India – from copyright and personality-rights challenges to concerns over cultural 

its long-term impact will depend on regulation, business models (e.g. royalty-sharing 
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Introduction

The advent of generative AI 
tools in recent years has begun 

to revolutionize music creation, 
distribution, and consumption. 
Systems capable of composing 
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melodies, synthesizing vocals, and 
producing entire tracks from text 
prompts (e.g. OpenAI’s Jukebox, 
Google’s musicLM, and various 
startup platforms) have democratized 
music production. In India – a country 
with a vast and vibrant music scene 
spanning Bollywood soundtracks, 
regional cinema, classical traditions, 
and independent genres – these 
technologies arrive amid rapid 
growth of the creative economy. 
The Indian creative sector, valued 

and employing roughly 8% of the 
workforce,(1) is now grappling with 
AI. Generative AI models trained 
on extensive musical corpora can 
mimic voices and styles with uncanny 
accuracy, challenging established 
intellectual-property norms and 
livelihoods.(12) In 2024–25, India 
saw landmark legal and policy 
developments: the Delhi High Court 
heard the ANI Media v. OpenAI 
case, and the government’s DPIIT 
proposed mandatory licenses for AI 
training data.(12) At the same time, 
AI-powered startups (some founded 
by musicians themselves) emerged 
to solve industry problems like 
soundtrack licensing.

This paper explores how AI 
adoption is changing musical 
employment in India. We review 
scholarly and industry literature 
on AI’s global creative disruption, 
focusing on evidence for job loss 
or creation and skill shifts. We 

survey data and reports (including 
Indian sources where available) on 
employment trends in music. We 
then present case studies of Indian 
actors – tech entrepreneurs and 
musicians – adapting to or resisting 
AI. In discussing impacts, we consider 
both risks (job displacement in some 
roles, ethical/legal dilemmas, cultural 
homogenization) and opportunities 
(new career paths, enhanced creativity, 
broader access). We pay special 
attention to India’s context: a richly 
diverse tradition of music, a growing 
tech-savvy talent pool, and socio-
economic issues like the livelihood of 
lower-income musicians. Ultimately, 
we aim to provide a balanced, well-
referenced analysis of how India’s 
music workforce is evolving in the AI 
era, highlighting future research and 
policy directions.

Literature Review

Global Perspectives on AI in Music 

Globally,  generative AI is 
seen as a “transformative” force in 
creative industries.(4) Unlike routine 
automation in manufacturing, AI 

often acts as a collaborative tool that 
can augment human creativity.(4) 
For example, researchers argue that 

and sparks innovation (e.g. suggesting 
chord progressions, generating 
backing tracks), but the challenge is 
to “maintain the human touch and 
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authenticity” that define art. This 
perspective aligns with industry 
observations: Hollywood writers 
and actors have protested AI (2023 
strikes) to preserve creative integrity, 
and music legends emphasize that AI 
should empower, not replace, artists.
(7)

Empir ica l  work  ind i ca t es 
the creative industries are large 
employers. The Asian Development 
Bank estimates about 40 million 
people work in creative roles in India, 
roughly 8% of all jobs.(12) (This is 
similar to other estimates that India’s 
creative sector accounts for ~8% 
of employment.) Globally, creative 

shares (e.g. 5.6% UK GDP, 3.1% US 
GDP). As such, any disruption in these 

Studies of AI’s impact on work 

NASSCOM analysis cited by Patra et 
al. found that young workers (22–25) 
in AI-exposed jobs in India saw a 
13% employment decline since 2022, 
coincident with ChatGPT’s rise. More 
broadly, World Economic Forum 
research stresses that while many 
fear job losses, AI also creates new 
categories of work.(8) For example, 
roles like “AI music producer,” “AI 
prompt engineer,” or “AI curator” are 
emerging. In India, Indeed’s survey 
found 85% of employers expect 
AI to generate new jobs in the next 
1–5 years. In creative sectors, AI 
might displace some routine tasks 

(e.g. transcription or mixing)(3) but 
could spawn jobs in AI-integrated 
songwriting, personalized content 
creation, and rights management. PwC 
notes that even highly automatable 

human value by shifting work to 
higher-level tasks.

At the same time, global scholars 
warn of possible harms. Generative 
AI relies on massive datasets often 
scraped from existing works, raising 
copyright and ethical issues.(11) 
A US-WEF survey reports 52% of 
American workers worry AI may harm 
their job security, and 66% feel AI 
could perform their work. The concern 
is especially acute in creative jobs 
where humans feel a unique emotional 
connection to art; a recent WEF article 
notes creative industries risk “losing 
the heart and soul” of creation if AI 
is not managed with worker input. 
Voice actors and dubbing artists 
globally have highlighted risks of 
AI voice cloning, and musicians fear 
homogenization of music if everyone 
uses similar AI tools.

Indian Perspectives on AI in Music 
and Creative Industries

In India, academic and industry 
reports highlight both the sector’s 
scale and AI’s growing role. An 
IBEF report notes India’s creative 
sector grew rapidly in recent years 
and outpaces many countries in 
creative employment (8% vs ~2% 
elsewhere). However, only about 
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40% of Indian news teams or content 
creators used any AI tools as of 2024, 
suggesting large untapped potential. 
Press accounts describe a “Bollywood 
vs. Bangalore” debate: entertainment 

labels) push for strict licensing 
of training data to protect artists, 
while IT stakeholders advocate for 
innovation-friendly rules.

I n d i a n  m u s i c i a n s  a n d 
technologists are active in this space. 
For instance, a recent Free Press 
Journal interview with Beatoven.
ai’s CEO (also a classically trained 
sitarist) stressed that AI should be 
viewed as an aid to creativity rather 
than a replacement.(2) Bollywood 
legend A.R. Rahman, in interviews, 
likewise warned against “removing 
the composer” just to save money; 
he sees AI as empowering content 
creators with limited resources (e.g. 
children, indie filmmakers) but 
emphasizes the irreplaceable value of 
unique human artistry.

Lega l  schol ar s  no te  t ha t 
India’s copyright laws struggle 
with generative AI. Naveen (2024) 
observes that even small AI-driven 
changes can significantly disrupt 
jobs and GDP given the sector’s size. 
The Bombay High Court in 2024 
recognized a singer’s voice and style 
as protectable under personality rights, 
banning unauthorized AI cloning of 
Arijit Singh’s voice.(6) Such cases 
highlight rising awareness that AI 

technology must be balanced with 
artists’ rights.

Finally,  surveys of Indian 
creatives (e.g. a 2025 industry survey 
by The Dialogue, media reports) 
find mixed attitudes: many worry 

creativity, but there is also excitement 
about global reach and regional 
diversity. Overall, Indian literature 
frames AI as an emerging disruptor 
whose ultimate impact will depend 
on policy choices and industry 
adaptation.

Case Studies of Indian AI and Music 
Initiatives

Beatoven.ai(startup)- Launched 
in Bengaluru (2021), Beatoven.ai is 
an AI music-composition platform 
co-founded by sitarist Mansoor 
Rahimat Khan and engineer Siddharth 
Bhardwaj. It generates royalty-free 
soundtracks based on user-selected 
genres and moods, aiming at content 
creators (YouTubers, advertisers, 
etc.) who need custom music without 
licensing hassles.(11) By early 2022 
Beatoven had hundreds of users, 
expanding globally, and by 2025 it 
claimed 2 million users and 15 million 
tracks generated. Crucially, Beatoven 
stresses ethical data practices: its 
new “Maestro” model (Aug 2025) 
is trained only on licensed music 
catalogs so that original composers 
earn ongoing royalties. Co-founder 
Khan argues that AI will not make 
musicians redundant if business 
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models compensate them; Beatoven 
reports paying all contributing 
producers and even sending monthly 
reports on usage. In interviews he 
urges artists to see AI as a “tool to 

a threat. The Beatoven case illustrates 
an Indian startup leveraging AI while 
trying to forge a fair, creator-inclusive 
ecosystem in music tech.(2)

Naad Sadhana  (AI  mus ic 
education)- Indian technologists 
have also applied AI to pedagogy and 
accessibility. NaadSadhana, an app 
developed by Pune engineer-singer 
Sandeep Ranade, uses real-time AI 
to provide live accompaniment and 
feedback for Indian classical vocalists. 
For example, the app analyzes a 
user’s pitch and tempo, auto-adjusts 
a virtual tabla accompanist, and 
guides the singer toward correct 

to help visually impaired musicians 
train independently.  As Amar 
Jain (a visually-impaired singer) 

intelligence to assess how you are 
singing and plays along,” recreating 
the effect of a teacher correcting 
a student in a gurukul. By making 
advanced music instruction more 
accessible, NaadSadhana represents a 
positive AI use case for empowering 
artists and preserving traditional 
forms. It shows how AI can “create a 
gurukul for the digital age,” bridging 
India’s classical heritage and new 
technology.(9)

Independent musicians (AI-driven 
creativity)- Individual Indian artists 
are experimenting with AI in creative 
ways. For instance, independent 
songwriter Jake Joss (a Mumbai-based 
artist) gained recognition in 2025 for 
producing entirely AI-generated music 
videos. One project, Daddy (2025), 
used text prompts to generate both the 
song and its video frames, making it 

music video”. Joss then followed with 
Azaadi, a “patriotic music album” for 
which every track and its video were 
created via generative AI prompts. He 
emphasizes that AI did not start his 
music; rather it “helped me express 
[feelings] differently… The heart 
remains human. The tool is just new”.
(10) Jake’s work – recognized by the 

how an Indian artist can use AI to 
realize ambitious projects without 
large budgets or studios. It suggests 
new pathways for storytellers: anyone 
tech-savvy can now write, record, 
and animate music videos, potentially 
broadening the indie scene.

AI and legal challenges–the Arijit 
Singh case- A notable legal “case 
study” is singer Arijit Singh’s 2024 
lawsuit against AI voice clonings. 
Singh argued that his vocal style, 
name, and persona are protectable 
“personality rights,” and that AI 
platforms illegally used them to 
generate sound-alike tracks. In 
July 2024 the Bombay High Court 
agreed, granting an injunction barring 
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unauthorized voice cloning or AI-
generated likenesses of his voice. 
The court emphasized that using AI 
to reproduce a celebrity’s voice or 
image “for commercial or personal 
purposes” without consent violates 

India – highlights the tension between 
technological possibility and artists’ 
livelihoods. It sends a signal that 
deep fakes, even if technologically 
impressive, are not free to roam; 
artists retain exclusive rights to their 
creative identity. For musicians, this 
case underscores that legal protections 
for voice and style will be critical if 
AI tools become capable of realistic 
mimicry.

E m p i r i c a l  d a t a  o n  A I ’s 
employment impact in the Indian 
music industry are still sparse. 
However, broader surveys and 
studies offer insights. The Asian 
Development  Bank es t imates 
India’s creative workforce at ~40 
million, underscoring the scale at 
stake. A recent US-India Stanford/
NASSCOM analysis found that 
young professionals (ages 22–25) 
in AI-exposed roles saw a 13% 
employment decline since 2022.
(5) While not music-specific, this 
suggests early-career creative (e.g. 
junior designers, programmers, may 
be digital artists) may be feeling 

displacement. Similarly, a Global 
Creative Content Forum survey (2024) 
warns that jobs like voice-over work 
and music arranging are vulnerable to 
AI tooling.

Conversely, other reports indicate 
potential job creation. Indeed’s survey 
notes 85% of Indian employers 
expect AI to generate new jobs in 
the next 1–5 years. In the creative 
sectors, WEF researchers predict 
new AI-enabled roles – for instance, 
“AI music curators” or “AI prompt 
engineers” – that did not exist before. 
An Economic Times report (2025) 

thousands of AI patents, suggesting 
a booming AI sector that could 
drive opportunities across industries, 
including media.(5)

Sector reports also detail India’s 
music economy growth. An Ernst 
& Young report (2024) on music 
publishing noted India’s streaming 
market is expanding rapidly (50%+ 
growth per year), even as traditional 
sales stagnate. It cautioned that 
newcomers  l ike AI-generated 
“albums” might disrupt publishing 
models. Meanwhile, UNESCO and 
Indian cultural bodies stress that AI 
could democratize content production, 
potentially enabling more independent 
musicians to reach audiences (aligning 
with artists’ accounts).

In the absence of large-scale 
music-specific surveys, we rely 
on these indirect signals: AI is 
producing mixed outcomes. Creative 
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job counts could shrink in some 
niches (e.g. session musicians and 
studio assistants) but overall creative 
employment is large and dynamic. 
The transition is uneven: seasoned 
professionals voice anxiety, while 
tech-adept youth often feel excited.

Job Loss and Role Displacement- 
Certain traditional roles in music are 
at particular risk from AI automation. 
AI tools are now capable of 
composing background scores, jingles, 
and simple songs with minimal 
human input. As a result, tasks once 
done by composers or arrangers 
(e.g. creating royalty-free stock 
music, incidental film music) are 
increasingly automated. According 
to Bollywood entertainment media, 
many artists worry that “composers, 
session musicians, sound engineers 
and arrangers” could be displaced 
in areas like advertising and lower-

assistant can now generate dozens 
of looping music tracks in seconds, 
replacing a studio session. Voice 
artists face similar threats; AI voice-
cloning and synthetic singing models 
(trained on singers’ voices) can 
produce vocal tracks without human 
singers. Arijit Singh’s case is a prime 

Routine technical jobs in music 
production are also affected. The 
Hashtag Bharat article notes that some 
side-jobs – transcribing performances 

into sheet music, creating arrangement 
parts, standard mixing/mastering 
tasks – are “increasingly susceptible 
to automation”.(3) This means 
jobs like junior copyists and junior 
sound mixers may decline. Even 
live performance is not immune: 
“AI-powered backtracks” and virtual 
bands can supplement or accompany 
musicians, reducing demand for 
backup players on stage.

Empirical evidence on actual 
job loss is limited. However, tech-
industry surveys (global) show a “fear 
of becoming obsolete” (FOBO) in 

that over 20% of US workers worry 
AI will take their jobs.(8) Indian 
media reports echo this concern 
in the music industry. Moreover, 
statistical models suggest that creative 
fields, though harder to automate 
than manufacturing, could still see a 

(some estimate ~30–40% of creative 
tasks are automatable in principle). 
The key metric – actual employment 
change – will only become clear over 
time.

Skill Transformation and New 

creating new skill demands and job 
categories. Musicians increasingly 
need to understand AI tools, prompt 
writing, and data ethics. For example, 
“prompt engineer” has emerged as 
a role where artists write detailed 
instructions for generative models 
to produce desired sounds. New 
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platforms (like Beatoven.ai and 
others) require rights managers 
and data annotators familiar with 
music metadata. In Beatoven.ai’s 
case, label partners use AI-powered 
analytics tools to better monetize back 
catalogs, a new avenue for industry 
professionals. As Jake Joss noted, AI 
can help an individual creator “shape 
new formats without institutional 
support,” essentially enabling a solo 
artist to handle roles of composer, 
producer, and even video director.(10)

Some roles are entirely new: 
India is seeing the rise of “AI music 
producers” who curate and shape AI 
output, and “AI rights consultants” 
who advise on legal compliance 
for generative music. Educational 
institutions are beginning courses in 
AI-driven music technology (some 
conservatories have started workshops 
on AI music composition). While 
these roles are nascent, they represent 
avenues for musicians to specialize in 
the AI-music intersection.

Case in point, Mansoor Khan 
of Beatoven.ai highlights that AI 
might actually grow the market for 
music creators: by lowering the 
barrier to entry, many more “music 
directors” (in the sense of composers/
directors of music projects) will 
appear. He posits that the skill of 
composition may diminish in relative 
value, but the market size (number 
of creators) will expand.(2) This 
echoes global predictions that AI will 
democratize creative professions, 

enabling hobbyists and semi-pros 
to create polished work. Indeed, an 
article quoting Spotify’s CEO (not 
Indian, but relevant) suggests AI will 
lower barriers and lead to more people 
engaging in music creation.

Challenges for Musicians- Not 
all impacts are positive. Even if AI 
does not literally eliminate jobs, it 
heightens competition and shifts 
power. Global music labels, for 
example, fear that AI music (if 
unlicensed) could saturate the market 
with inexpensive content, pressuring 
composers to lower their fees. There 
is also a concern of de-skilling: if 
upcoming composers rely on AI 
templates, their foundational craft 
in theory and instrumentation might 
atrophy. Kumar and colleagues (2025) 
warn of a potential “homogenisation” 
of music – as critics say in Western 
articles – where AI-trained on millions 
of generic tracks produces formulaic 
songs lacking in authenticity.(3) 
This could erode the value of human 
artistry.

Moreover, many Indian musicians 
(especially those in traditional or folk 
genres) lack the technical resources or 
training to access AI tools. The digital 
divide means that while urban artists 
in Bangalore or Mumbai explore 
AI labs, rural folk musicians might 
struggle even with basic recording 
equipment. If demand shifts toward 
AI-centric genres (like EDM or 
fusion) and away from acoustic 
or classical performances, those 
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older artists could see declining 
opportunities.

Musicians also face income-model 
uncertainties. For example, if AI 
platforms proliferate royalty-free stock 
music (themselves AI-generated), 
independent composers who used 
to earn through libraries could lose 
revenue. Conversely, platforms like 
Maestro (Beatoven’s new model) aim 
to share royalties, illustrating that 
job evolution depends on business 
frameworks.

Conclusion

In the “age of AI,” the music 
industry is undergoing profound 
change. This paper has reviewed 
evidence from global and Indian 
contexts, surveyed reports and expert 
views, and examined real-world cases 

include: India’s creative workforce 
is large (~8% of jobs), meaning any 
disruption will have broad impact. 
Generative AI tools threaten certain 
traditional roles – for instance, routine 
composition, arrangement, and voice-
over tasks – raising fears of job loss 
among composers and musicians. 
Indeed, some studies report early 
declines in AI-exposed occupations 
(e.g. 13% drop for young Indian 
workers).

However, the picture is not 
uniformly bleak. AI also creates 
opportunities: it lowers technical 
barriers, enabling indie artists to 

produce music at scale (as seen 
with Jake Joss), and it spawns new 
jobs in creative tech (data licensing, 
AI prompt engineering, platform 
development). Startups like Beatoven.
ai illustrate how AI can be integrated 
in fair ways (paying royalties, training 
on licensed data). Many industry 
voices in India and globally stress 
that AI should “augment” rather than 
“replace” human artistry. Government 

AI-related lawsuits signal that authors’ 
rights and personality rights will be 
actively defended.

The long-term outcome is 
uncertain and depends on choices 
made today. If India adopts balanced 
regulations (as the DPIIT has begun 
exploring), invests in creative-AI 
education, and promotes ethical 
AI ecosystems, the country could 
harness AI to grow its music sector 
and enrich cultural output. But if 
unchecked, AI could concentrate value 
among tech platforms, dilute cultural 
authenticity, and displace vulnerable 
artists. Based on current trends and 
expert opinions, we conclude that 
AI will reshape musical employment 
but not eliminate the need for human 
musicians. New careers will emerge 
alongside transformed old ones. 
Musicians who adapt (by learning 
new tools or emphasizing the unique 
human aspects of performance) are 
likely to thrive, while others may face 
challenges.
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The gharana system, with its emphasis on stylistic lineage and regional identity, has 
been central to the pedagogy and performance of Indian classical music since the 
16th century. However, the rich musical traditions that preceded the emergence of 
gharanas remain under-explored. This paper investigates the foundational systems 

roots from the Vedic period to the medieval era. Drawing upon ancient texts such as the 
Sama Veda, Natya Shastra, Brihaddeshi, and Sangita Ratnakara, this study highlights 

of temple and court patronage, and the spiritual integration of music with ritual and 
performance. It also examines the rise of devotional and mystical movements such 
as Bhakti, that shaped musical expression in ways distinct from later gharana-based 
formalism. By contextualizing these early frameworks, the paper argues that pre-
gharana traditions laid the philosophical, theoretical, and emotional groundwork for 
the classical music systems of both Hindustani and Carnatic lineages. This exploration 
opens new pathways for understanding Indian music not merely as a stylistic heritage, 
but as an evolving cultural and spiritual continuum.
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I. Introduction

The gharana system, a hallmark of 
Hindustani classical music, represents 
a stylistic and pedagogical lineage 
passed down through generations 

within a particular school or family. 
While gharanas have shaped the 
aesthetic and technical contours of 
Indian classical performance from the 
16th century onwards, the musical 
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landscape that preceded them remains 
relatively underexplored. Before 
the rise of gharanas, Indian music 
evolved through a complex interplay 
of spiritual, ritualistic, and courtly 
practices that were sustained through 
oral traditions and deeply rooted in 
sacred texts. This pre-gharana period 
saw the emergence of foundational 
theories of svara (note), raga (melodic 
structure), tala (rhythm), and rasa 
(aesthetic emotion) through ancient 
treatises like the Sama Veda, Natya 
Shastra, Brihaddeshi, and Sangita 
Ratnakara. Musical learning and 
performance were guided by the guru-
shishya parampara, a deeply personal 
and immersive system of knowledge 
transmission that prioritized lived 
experience over stylistic conformity. 

courts, and devotional movements 
such as Bhakti, shaping rich traditions 

philosophical depth. This paper 
seeks to explore these pre-gharana 
systems, demonstrating that they were 
not primitive precursors but rather 
sophisticated, dynamic, and spiritually 
grounded frameworks that laid the 
essential foundation for the classical 
music we recognize today.

Indian classical music traces its 
origins to the Vedic period (c. 1500–
500 BCE), where music functioned as 
a sacred element of ritual and spiritual 

life rather than an independent art.

The Sama Veda is the earliest 
musical scripture of India. It 
transformed Rig Vedic hymns into 
melodic chants (samans) for rituals, 
introducing early swaras. Initially 
based on a three-note system—
anudatta, svarita, and udatta—it later 
expanded into the seven-note scale 
(Sa–Ni) used in classical music today.

Vedic philosophy viewed sound 
as sacred, expressed in the concept 
of Nada Brahma (Sound is God). 
Music was believed to align human 
consciousness with cosmic order 
(Rita) and serve as a means of spiritual 
transcendence.

Knowledge

Music was taught through the 
gurukula and guru–shishya parampara, 
relying entirely on oral transmission. 
Learning emphasized memorization, 
repetition, discipline, and spiritual 
training rather than written notation.

Period

Vedic music already showed:

ragas)

(chhandas)
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These Vedic principles later 
shaped classical treatises such as the 
Natya Shastra and Sangita Ratnakara. 
Concepts of swara, shruti, tala, and 
rasa developed from these early 
foundations, forming the enduring 
backbone of Indian classical music.

III. Classical Theoretical Texts and 

Between 200 BCE and 1300 CE, 
Indian classical music theory took a 
systematic form through authoritative 
treatises that codified musical 
knowledge. Long before the rise of 
gharanas, these texts established the 
grammar of raga, tala, aesthetics, and 
performance, shaping the foundation 
of Indian classical music.

CE)

Attributed to Bharata Muni, 
the Natya Shastra is the earliest 
comprehensive work on performing 
arts, with chapters 28–34 devoted to 
music.

tonal relations

(classical) and desi (regional) 
music

and jatis (proto-ragas)

It established the close link 
between music ,  emotion, and 
expression.

Written by Matanga Muni, this 
text marks the transition of music into 
an independent art form.

 
an emotion-evoking melodic 
entity

(alankara) and improvisation

microtonal nuances

CE)

Authored by Sharngadeva, this is 
the most comprehensive pre-gharana 
treatise, accepted by both Hindustani 
and Carnatic traditions.

ragas, talas, compositions, and 
performance

music

4. Other Important Texts
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Makaranda: Swara and tala 
principles

interpretation of rasa Legacy 

and practice

within a classical framework

aesthetics, and spirituality
While gharanas later emphasized 

stylistic lineage, these treatises 
focused  on  univer sa l i ty  and 
systemization, forming the enduring 
theoretical backbone of Indian 
classical music.

Before the formalization of 
gharanas in the post-medieval period, 
Indian classical music found strong 
institutional support and cultural 
expression within temples and royal 
courts. These two domains played 
a pivotal role in the preservation, 
practice, and propagation of music 
across different regions of India. 
Each had distinct aesthetic priorities 
and performance contexts, but both 
contributed significantly to the 
evolution of classical music traditions.

In ancient and early medieval 
India, temples served as centers of 
learning, performance, and innovation 
in the musical arts. Music was 

considered an essential component of 
ritual worship, and temple premises 
became venues for both liturgical and 
aesthetic musical expression.

Music: Daily and seasonal 
rituals involved recitations, 
hymns, and songs—often based 
on Vedic chants or devotional 
poetry.

maintained trained ensembles 
of singers and instrumentalists 
(Goshti), including specialists 
in veena, mridangam, and vocal 
performance.

Temples patronized musicians, 
provided accommodation and 
food, and functioned as early 
gurukulas where students 
trained under accomplished 
gurus.

especially, temple inscriptions 
detail donations made for 
musical services, the hiring 
of court musicians, and the 
maintenance of instruments.

(Thanjavur) – renowned for 
its musical tradition during the 
Chola period.

– where devotional music, 
including early forms of Odissi 
and bhajana, were nurtured.
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– patronized musicians and 
composers who developed 
early Carnatic traditions.

Parallel to temple patronage, 
royal courts provided an elite and 

musical styles. Kings and emperors 
regarded music as a symbol of 
sophistication and political legitimacy, 
and thus extended sustained support to 
musicians and composers.

and kings appointed court 
musicians (astana vidwans), 
o f ten  e levat ing  them to 
positions of high esteem.

environments  faci l i ta ted 
interaction between Persian, 
Central Asian, and Indian 
musical traditions, especially 
in the Sultanate and Mughal 
periods.

Courts encouraged both vocal 
and instrumental forms, with 
an emphasis on innovation, 
formal structure, and poetic 
composition.

courts also supported female 
performers, including dancers 
and singers, contributing to the 
development of allied art forms.

dynasties – supported early 
Kannada musical compositions.

Vijayanagara – known for 
assembling scholars  and 
m u s i c i a n s  l i k e  Te n a l i 
Ramakrishna and Purandara 
Dasa.

Akbar – employed legendary 
musicians like Tansen, who 
is credited with shaping early 
Dhrupad and Khayal traditions.

Jaipur and Gwalior – became 
strongholds of structured raga 

into gharanas.
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4. Impact on Pre-Gharana Music 
Evolution

The support from temples and 
courts allowed music to evolve in 

and devotional expression, 
preserving ancient ragas and 
traditional forms.

experimentation and stylization, 
paving the way for later formal 
schools and individual artist 
lineages.

The co-existence of these two 
institutions enriched the musical 
ecosystem of India, allowing for both 
preservation and innovation. The 
diversity in performance contexts, 
audience, and patronage ensured that 
music remained a living tradition—
dynamic, adaptive, and deeply 
embedded in the cultural life of the 
people. This institutional foundation 
was essential in enabling the later 
emergence of gharanas, which would 

formalize stylistic identities based on 
these earlier traditions.

Before the post-16th century 
gharana system, Indian classical 
music had already developed well-
structured musical forms rooted in 
sacred, courtly, and regional traditions. 
These forms were orally transmitted 
and displayed high levels of aesthetic 
discipline and theoretical maturity.

1. Prabandha

Prabandha was a major pre-
gharana compositional form and a 
precursor to Dhrupad and Khayal.

Melapaka, Dhruva, Abhoga

framework

or Apabhramsha

over improvisation
Though it declined by the 13th 

century, its structural rigor strongly 

Dhrupad was the most prominent 
classical form before Khayal.

by a composed bandish

dhamar)
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 Stress on swara shuddhi, raga 
purity, and voice control

Initially regional practices, 
traditions like Dagar, Darbhanga, and 
Bettiah later became recognized as 
gharanas.

 Classical, spiritually 
oriented music

traditions
D e s h i  mu s i c  e n c o u r a ge d 

innovation and supplied many ragas 
and talas later formalized in gharanas.

Devotional movements shaped 
early musical expression through 
Vani (stylistic voice) and Sampradaya 
(sectarian traditions).

h a j a n s  a n d  A b h a n g a s 
(Maharashtra, Gujarat)

Prabandhams (Tamil Nadu)

These traditions emphasized 
bhava and rasa, used regional 

like Khayal and Thumri.

Music

Sophis t ica ted inst rumenta l 
traditions existed, including:

early tabla
Tr a i n i n g  f o l l o w e d  o r a l 

guru traditions with a focus on 
i mp r o v i s a t i o n  w i th i n  f i x e d 
frameworks.

Thumri, and gharana styles

development, rasa, and rhythm

and guru–shishya pedagogy
Though not gharanas in name, 

these traditions were systematic, 
diverse, and musically advanced, 
forming the true groundwork of Indian 
classical music.

Before the rise of musical 
gha ranas ,  the  Gur u–Sh i shya 
Parampara was the foundation of 
musical training in Indian classical 
traditions. This sacred and immersive 
system ensured the transmission 
of musical knowledge through 
generations. It was not limited to 
music alone, but extended to spiritual, 
artistic, and scriptural learning. In 
music, it preserved depth, continuity, 
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hereditary lineages emerged.

Rooted in Vedic thought, the guru 
was both a teacher and a spiritual 
guide. Learning music was seen as 
sadhana, and music itself as a path to 
the divine.

experience, not ownership.

discipline, and aesthetic values.

is lifelong, not curriculum-
bound.

Training was oral, practical, and 
immersive. The shishya lived with the 
guru and learned through observation 
and constant practice.

voice and intonation.

through imitation.

alap, taan, and improvisation.

and live performance.
Early training relied on no written 

notation, only internalized practice.

3. Individualized Learning

T h e  s y s t e m  e m p h a s i z e d 
personalized instruction, unlike later 

rigid styles.

aching adapted to the student’s 
ability and temperament.

expression within raga rules.

creativity and stylistic diversity.

to the formation of distinct gharanas.

4. Social and Cultural Context

The t

classical traditions).
Lineage was not mandatory; 

mastery depended on dedication 
and merit, often crossing caste and 
community boundaries, especially in 
Bhakti traditions.

5. Transition into Gharanas

With socio-political changes:

hereditary and lineage-based.

into gharana gayaki or baaj.

core training method within 
gharanas.

Even today, it remains central to 
serious classical music training.

6 .  Lega c y  and  C ont inu ing 
Relevance

The Guru–Shishya Parampara 
ensured:
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centuries.

and compositions.

humility, emotional depth, and 
spirituality.

In the pre-gharana period, this 
system allowed music to evolve 
organically, laying the foundation for 
the later gharana system.

The Bhakti movement profoundly 
reshaped Indian music through Vani, 
a mode of devotional expression 
where word, melody, and rhythm 
merged to convey spiritual experience. 
Saint-poet composers used Vani to 
communicate devotion in a direct, 
emotionally charged, and accessible 
manner.

Composed in  vernacular 
languages (Braj, Marathi, 
Tamil, Kannada, Bengali), 
Vanis of Kabir, Meera, Surdas, 
and Tukaram made music 
accessible beyond Sanskrit-
educated elites.

Despite their simplicity, Vanis 
were set within recognizable 
ragas and talas, linking devotion 
with classical discipline.

Emphasis on bhava—love, 

longing, surrender—deeply 
influenced expressive forms 
like Khayal and Thumri.

and Shaiva sampradayas 
fostered collective singing 
forms such as Padavali Kirtan, 
Abhanga, and Vachana.

Emerging in South India around 
the 7th century and spreading across 
North India (13th–17th centuries), 
Bhakti rejected rigid ritualism and 
caste barriers in favor of personal 
devotion.

bha ja n ,  abha ng ,  k i r t an , 
padavali, vachana

rhythmic patterns

thematic range in music

Purandara Dasa

Namdev, Eknath

Surdas, Tulsidas

and Vaishnava Padavali poets

caste, class, and gender
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 Shifted focus from ritual to 
personal devotion

and improvisation

aesthetic foundation for later 
gharana-based traditions.

Through Vani,  the Bhakt i 
movement infused Indian classical 
music with emotional depth, linguistic 
diversity, and devotional intensity, 
ensuring its evolution as a living and 
inclusive tradition rather than a rigid 
ritual form.

VIII. Transition to the Gharana 
System

The emergence of the gharana 
system from the late 16th century 
marked a major shift in Indian 
classical music. Earlier traditions, 
gu ided  by  the  guru–shi shya 
parampara, were fluid, spiritually 
oriented, and regionally diverse. 
Gharanas formalized these practices 
into lineage-based stylistic schools, 
shaped by changing sociopolitical and 
cultural conditions.

Key factors behind gharana 
formation included:

especially in North India

patronage, where musicians 
developed distinct styles

Rampur, Jaipur, Lucknow) 
becoming new cultural centers

These conditions encouraged 
musicians to settle permanently 
and cultivate identifiable musical 
traditions.

Derived from ghar (family), a 
gharana denotes a musical lineage 
sharing:

discipleship
A gharana thus represents both a 

musical ideology and a community of 
practice.

3. Changes in Pedagogy and 
Performance

The transition to gharanas brought 

taught, preserved, and performed:
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The emphasis shifted from 
universal grammar and spiritual 
practice to stylistic specialization and 
formal inheritance.

4. Rise of Prominent Gharanas

Between the 17th and 19th 
centuries,  prominent gharanas 
emerged:

Atrauli, Rampur-Sahaswan, 
Benaras, Patiala (vocal)

Benaras for tabla, Maihar for 
instrumental music

Each developed a distinctive 
approach to raga, rhythm, and 
performance.

5. Continuity and Change

Gharanas retained:

shishya training

Yet they also introduced stylistic 

and innovation.

The gharana system provided:

political change

familial traditions
Thus, the transition to gharanas 

represented a shift from spiritual 
universality to stylistic individuality, 

shaping Indian classical music into its 
modern form.

IX. Conclusion

Indian classical music before 
the gharana system was a highly 
developed tradition shaped by 
spirituality, philosophy, and oral 
pedagogy. Ancient treatises such as 
the Natya Shastra, Brihaddeshi, and 
Sangita Ratnakara provided a strong 
theoretical framework for raga, tala, 
swara, and rasa.

Musical training followed the 
guru–shishya parampara, emphasizing 
experiential learning and spiritual 
d is c ip l ine .  Music  f lour i shed 
in temples, courts, and religious 
gatherings, with forms like Prabandha 
and Dhrupad showing structured 
melodic and rhythmic organization.

The Bhakti movement expanded 
emotional expression, vernacular 
usage,  and  access to  music, 
encouraging innovation beyond social 
barriers. The emergence of gharanas 
later formalized these diverse 
practices into distinct lineages.

Thus, the pre-gharana period was 
not undeveloped but a foundational 
phase marked by depth, discipline, 
and cultural plurality, essential to 
understanding the evolution of Indian 
classical music.

Translated by Manomohan Ghosh. 
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Kritis

This paper investigates how classical Indian rasa theory elucidates the aesthetic-
spiritual experiences generated through Carnatic devotional music, focusing 

theory has been extensively applied to drama and dance, its systematic application 
to Carnatic musical performance remains underexplored. Employing an aesthetic-
theoretical methodology combining close musical analysis with semi-structured 

rasa vocabulary when describing their experiences, and reports of aesthetic absorption 
closely parallel descriptions of yogic and contemplative states. This research 
demonstrates that rasa theory provides a culturally indigenous and philosophically 
robust framework for understanding how Carnatic devotional music functions as 

indistinguishable from divine communion.

rasa, bhakti, aesthetic spirituality

**Assistant Professor & Teacher in Charge, Department of Mohiniyattam, Sree Shankaracharya 

University of Sanskrit, Kalady, Kerala
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I. Introduction

The classical Indian theory 
of rasa, articulated in Bharata's 

Abhinavagupta's  commentarial 
tradition, constitutes one of the world's 
most sophisticated frameworks for 
understanding aesthetic experience. 
Yet despite its comprehensive scope, 
rasa theory's application has remained 
predominantly within the domains of 
drama, poetry, and classical dance. 
The realm of Carnatic devotional 
music—a tradition deeply embedded 
in bhakti spirituality and ritualized 
performance practice—has received 
comparatively little systematic 
attention through the rasa-theoretical 
lens.

This lacuna is part icularly 
striking given that Carnatic music's 
fundamental purpose, as articulated 
by its trinity of composer-saints 
(Tyagaraja, Muthuswami Dikshitar, 
and Syama Sastri), is precisely 
the evocation of transformative 
emotional-spiritual states. As Singh 
observes, "The rasa doctrine as 
propounded by Bharata is applicable 
to both drama and poetry... The 

aesthetic experience that arises when 

represented and distilled" (2). If 
rasa emerges through the artistic 
representation of emotion, then 
Carnatic music—with its intricate 
melodic  s t ruc tures ,  rhythmic 
sophistication, and devotional lyrics—

should prove an exemplary site for 
rasa manifestation.

This paper addresses this scholarly 
gap by demonstrating rasa theory's 
relevance for understanding the 
devotional musical experience. 

to Shiva temples associated with the 
cosmic elements: earth (prithvi), water 

space (akasha). These kritis provide an 
ideal case study because their explicit 
cosmological symbolism, varied raga 
assignments, and devotional intensity 

for rasa evocation.
The  s ign i f ic ance  o f  t h i s 

investiga tion extends beyond 
musicological interest. By bridging 
aesthetic theory and performance 
practice, this study illuminates how 
Carnatic music functions as a spiritual 
discipline—not metaphorically, but 
experientially. Understanding the 
mechanisms through which musical 
performance generates rasa offers 
insights into indigenous Indian 
conceptions of art's transformative 
potential, providing an alternative 
to Western psychological models of 

II. Literature Review

Foundation

(circa 200 BCE–200 CE) establishes 
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rasa as aesthetic sentiment arising 
through the harmonious integration of 

with a permanent emotional state 

the conjunction of these elements 
(Bharata 6.31). The result is a 
supernormal (alaukika) relishing 
that transcends ordinary emotional 
experience. As Nishi explains, "Rasa 
is a kind of sentiment and the audience 
gets the sentiment from a piece of 
creative object. The realization of 
rasa gets manifested in the heart of 
the spectator by the stimulation of 
the appropriate permanent emotional 
state" (1).

Bhara ta ' s  or iginal  schema 
identifies eight principal rasas—

(odious), and adbhuta (marvelous)—
each stemming from a corresponding 

that this framework was designed 
for performative pleasure, with 
later commentators deepening its 
metaphysical implications (2-6).

The eleventh-century Kashmiri 
p h i l o s o p h e r  A b h i n a v a g u p t a 
f u n d a m e n t a l l y  t r a n s f o r m e d 

Bharata's psychological framework 
into a metaphysical account of 
consciousness. Pollock observes 
that "Abhinavagupta's elaboration of 
Bharata's rasa theory, while retaining 
its structural outline, transforms 
it into a metaphysical account of 
consciousness—tasting rasa becomes 
tasting one's own bliss-nature" 
(57). This transformation hinges 

(universalization), whereby personal 
emotion is stripped of ego-bound 

bliss. As Gnoli's translation conveys, 
"Rasa is a form of aesthetic bliss akin 

Abh inavagup ta  sh i f t s  the 
locus of rasa from the dramatic 
character to the spectator's heart, 

heightened, multisensorial state 
of wonder-joy (Blanchard 40-41). 
For Abhinavagupta, rasa is not 
merely emotional excitation but 
meditative ecstasy analogous to yogic 
realization. Rodríguez elaborates: "For 
Abhinavagupta, aesthetic experience 
is an echo of divine awareness; rasa 
is savored when the ego dissolves and 
consciousness rests in its universal 
nature" (42).

Abhinavagupta's most contested 

rasa—the rasa of tranquility—as the 
ninth and potentially supreme rasa. 
Mullik explains: "For Abhinavagupta, 
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ultimately lead; it is the cessation 
of all mental fluctuations, a state 
where aesthetic pleasure merges with 
spiritual calm" (98). Masson and 

experience of tranquillity born of 
knowledge and detachment" (112). 

viability due to its passivity, yet 
Abhinavagupta positioned it as the 
foundational equilibrium underlying 
all rasas (EIILM University 3).

The status of bhakti rasa remains 
contested. Classically, bhakti does not 
appear as an independent rasa but was 
absorbed within other categories. As 
De notes, "Bhakti was not conceived 
as a distinct rasa in early Sanskrit 
aesthetics" (176). However, Vaidya 
observes that "Shanta rasa attains its 
most sublime form as Bhakti rasa, for 
in devotional poetry, tranquility is not 
detachment but absorption in love of 

that within bhakti movements, "what 
was once aesthetic pleasure becomes 
the soul's passionate union with the 
divine" (47).

While dance and drama have 
received extensive rasa-theoretical 
treatment, Carnatic music scholarship 
has predominantly focused on 

tala structure, compositional form—
without systematic integration 

of aesthetic theory. Schweig's 
observation regarding performance 
studies applies here: "While Bharata 
foregrounds performative emotion 
and Abhinavagupta emphasises 
contemplative bliss, bhakti aesthetics 
oscillate between these poles—
drawing on classical rasa theory 
without being fully contained by it" 
(92). This oscillation is precisely what 
Carnatic devotional music embodies, 

frameworks connecting musical 
structure to emotional-spiritual 
experience.

T h i s  s t u d y  e m p l o y s 
Abhinavagupta's expanded rasa-
bhava model as its primary theoretical 
framework. The model comprises 
three interconnected dimensions:

d e t e r mi n an t s  t ha t  s t im u la t e 
emotional response—in music, 
these include raga, tala, lyrical 
content, and performance context. 

expressions manifesting emotional 
states—in performers, these include 
ornamentational choices, tempo 
variations, and physical gestures. 

emotions that accompany and 
color the dominant aesthetic mood. 
Together, these elements awaken the 
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which, when universalized, becomes 
rasa.

A b h i n a v a g u p t a ' s  c o n c e p t 

personal emotion transforms into 
aesthetic experience. Through artistic 
presentation, emotions lose their 
ego-bound character and become 
contemplable objects, generating 
impersonal pleasure rather than 
personal disturbance. As Blanchard 
explains, even painful emotions like 
sorrow "transmute into transcendent 
pleasure" through this universalizing 
process (40).

Abhinavagupta's most radical 
claim is that aesthetic experience 

of Brahman—ultimate reali ty. 
R o d r í g u e z  c o n f i r m s :  " F o r 
Abhinavagupta, aesthetic experience 
is an echo of divine awareness; rasa 
is savored when the ego dissolves and 
consciousness rests in its universal 
nature" (42). This positions art not 
as entertainment or even catharsis, 
but as legitimate spiritual practice. 

provides the contemplative base, 
Bhakti the expressive overflow of 
divine consciousness" (53).

This study conducts close analysis 

Akasha/Space) – Raga Kedaram

Vayu/Air) – Raga Huseni

(Tiruvannamalai, Agni/Fire) – 
Raga Saranga

J a l a m / Wa t e r )  –  R a g a 
Yamunakalyani

Prithvi/Earth) – Raga Bhairavi

rasa-generating features:  raga 
characteristics (melodic phrases, 
emotional associations), tala structure 
and tempo implications, and lyrical 

deity invocations, cosmic imagery, 
and devotional attitudes.

Semi-Structured Interviews

Fifteen accomplished Carnatic 
performers (eight vocalists, seven 
instrumentalists) with minimum 

were interviewed regarding their 
experiences performing these kritis. 
Interview protocols explored:

states experienced during 
performance

correlations
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moments

musical experience

Thematic Analysis

Interview transcripts underwent 
themat ic  analysis to  identi fy 
patterns in experiential descriptions. 
Particular attention was paid to 
correspondence between performers' 
natural vocabulary and classical rasa 
terminology, even when performers 
were unfamiliar with formal aesthetic 
theory.

V. Analysis

Raga-Rasa Correlations

Analysis reveals consistent 
and theore t ica l ly  s ign i f ican t 
raga-rasa associations across the 
Pancha Bhootha corpus. Each kriti 
demonstrates how Dikshitar's raga 
selection functions as a primary 

the rasa-generating process through 
inherent melodic characteristics, 
t rad i t i onal  as soc ia t ions ,  and 
psychoacoustic properties.

This raga, representing akasha 
(space/ether) for Chidambaram 
temple, evokes a distinctive 
blend of adbhuta (wonder) 

pentatonic structure emphasizes 
madhyama and panchama 
while omitting nishadha and 
gandhara, creating luminous 

spaciousness  remarkably 
appropriate to its elemental 
association. This omission 
eliminates melodic tension, 
generating expansive serenity 
pe r fo rmers  c ons i s t en t ly 
recognized. As Mullik explains, 

of all mental fluctuations, a 
state where aesthetic pleasure 
merges with spiritual calm" 
(98). Performers employed 
parallel language—"vastness," 
"infinite stillness," "stillness 
wi th in  movement . "  One 
vocalist elaborated: "When I 
sing Kedaram, especially in 
this kriti, there is a feeling of 
the sky opening inside me. The 
boundaries of my body seem 
to dissolve." This precisely 
matches Abhinavagupta's 
characterization of aesthetic 
experience as consciousness 
"resting in its universal nature" 
(Rodríguez 42).

Representing prithvi (earth), 
Bhairavi generates complex 
rasa blending. Its gamaka-rich 

through plaintive quality, while 
associations with morning 

Performers reported feeling 
" g r o u n d e d , "  " a n c h o r e d 
in something immovable," 
and "courageously still"—
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l a n g u a g e  c o m b i n i n g 
contemplative tranquility with 
devotional determination. 
One instrumentalist observed: 
"Bhairavi has weight, but not 
heaviness. It is the weight of 
being rooted, like a great tree 
that cannot be shaken. When 

both completely stable and 
completely surrendered—these 
are not contradictory feelings." 
Blanchard's observation that 
rasa involves "embodied 
cognition and empathetic 
reciprocity between performer 
and audience" (40-41) manifests 
here, as Bhairavi's heavy 
gamakas require substantial 

groundedness.

Representing jalam (water), 

(e rot ic  love)  t ransmuted 

movements suggest emotional 
fluidity appropriate to water 
s y m b o l i sm .  Pe r f o r m e r s 
d e s c r i b e d  e x p e r i e n c e s 
transcending ordinary emotion: 
"The love feeling is there, but 
it's not personal—it becomes 
something universal, aimed at 
the divine. It's not that I love 
someone; it's that I am love, 
or love is moving through me 
toward Shiva." This illustrates 

transformation from personal 

to universalized aesthetic 

transmuted into bhakti. As 
Vaidya observes, "in devotional 
poetry, t ranquili ty is  not 
detachment but absorption in 
love of the divine" (626).

The agni (fire) association 

(heroic) and adbhuta (wonder) 
rasas. Saranga's ascending 
phrases and upward melodic 
trajectories suggest aspiration 
and transformative energy. 
Performers described "rising 
energy," "transformation," 
a n d  " b u r n i n g  a w a y  o f 
obstacles." One vocalist stated: 

the sun rising inside the chest. 
There is heat, but it is not 
uncomfortable—it is the heat 
of tapas, of spiritual intensity. 
By the end of the kriti, I feel 

been burned away." This 
parallels classical accounts of 

(enthusiasm/energy)  and 
characterized by vigor and 
obstacle transcendence.

Represent ing  vayu (a i r /

blended with "transformed 
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in to  reverence.  Huseni ' s 
del ica te  phrases  suggest 
wind's intangibility and subtle 
movement. Performers reported 
"breath awareness," "subtle 
presence everywhere," and 
"dissolution of solidity." One 
performer noted: "Huseni 
makes me aware of the spaces 
between notes, the silence 
that holds the sound. It is like 
becoming aware of air—you 
cannot see it, but suddenly you 
know it is everywhere, and 
you are breathing it, and it is 
breathing you."

Tala Contributions

Beyond raga, tala (rhythmic cycle) 

aesthetic atmosphere through temporal 

structure provides stable grounding 

creates gentle forward momentum. 
Performers noted tala functions 
subl iminally during absorbed 
performance: "You're not counting 
consciously, but the rhythm holds 
you—it becomes like breathing." As 
one instrumentalist explained: "When 
tala becomes unconscious, when I 
no longer need to track where I am 
in the cycle, that is when absorption 
happens. The rhythm carries me rather 
than me carrying it."

Lyrical Determinants

Dikshitar's Sanskrit lyrics function 

cognitive content directing emotional 
response toward devotional objects 
and contemplative themes. His 
characteristic mudra "Guruguha" 
appears in each composition, 
invoking simultaneously his guru, 
the divine, and his compositional 
identity, establishing the devotional 
relationship fundamental to bhakti 
rasa. The cosmological imagery—

geography, Shiva's cosmic dance—
provides contemplative objects 

"knowledge of truth, detachment, 
puri ty"  (41)—precise ly what 
Dikshitar's lyrics evoke through 
theological sophistication. The 
lyrics function as meditation objects 
directing consciousness toward rasa-
appropriate states.

Thematic analysis revealed 
remarkable consistency, with four 
major themes correlating with 
classical rasa-theoretical categories:

Theme 1: Ego Dissolution. Twelve 

forgetting during peak moments. One 
vocalist stated: "There comes a point 
where I am no longer singing—the 
song is singing through me. The 'I' that 
started the kriti is gone." This directly 
parallels Abhinavagupta's description 
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of rasa occurring when "the ego 
dissolves and consciousness rests in 
its universal nature" (Rodríguez 42).

Theme 2: Transcendent Emotion. 
Performers distinguished musical 
emotion from ordinary feeling. One 
instrumentalist explained: "When I 
play Bhairavi, there's something like 
sadness, but it's not my sadness—
it's purified, beautiful. It doesn't 
hurt; it heals." This describes 

function—universalization through 
which personal emotion becomes 
impersonal aesthetic experience.

Theme 3: Temporal Alteration. 
Eleven performers reported altered 
time perception: "Twenty minutes 
feels like two minutes—or two hours. 
Time becomes irrelevant, or rather, 
it becomes something different. 
There is only now, and now, and 
now—not a sequence of moments 
but one continuous present." Such 

states. Abhinavagupta's claim that 

Theme 4: Unconscious Rasa 
Vocabulary. Despite unfamiliarity 
with formal rasa theory, performers 
naturally employed its terminology—

love" (bhakti)—spontaneously. 
This suggests rasa theory is not 
arbitrary intellectual construction but 
accurate phenomenology of aesthetic 
experience.

VI. Results and Discussion

Evidence for Predictable Rasa 
Evocation

This study provides strong 
evidence that specific raga-tala-
lyric combinations evoke predictable 
rasas across diverse performers. The 
consistency of primary raga-rasa 
correlations suggests Indian musical 
tradition has empirically encoded 
aesthetic-emotional knowledge within 
melodic structures. This predictability 
suggests raga is not merely melodic 
framework but psycho-spiritual 
technology—a carefully calibrated 

consciousness states.

Knowledge

Part icu lar ly  s ignif ican t  is 
performers' unconscious employment 
of rasa vocabulary. Without theoretical 
training, experienced performers 
describe experiences mapping onto 
classical categories established two 
millennia ago. This suggests rasa 
theory is not arbitrary construction but 
accurate phenomenology—description 
of what actually happens when art 
is properly received. The theory's 

continued descriptive adequacy.

Performer repor t s  of  ego 
dissolution, temporal alteration, 
and transcendent emotion parallel 

Blanchard notes, for Abhinavagupta, 
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"rasa is not merely emotional 
excitation but a meditative ecstasy 
akin to yogic realization" (40).

Present findings support this 
empirically. Performers describe states 
phenomenologically indistinguishable 
from formal meditation practice—self-
transcendence, temporal dissolution, 

This suggests devotional musical 
performance constitutes legitimate 
yoga—a path of union through 
aesthetic absorption.

Practice

These findings validate the 
traditional understanding that music 
functions as spiritual discipline. 
The  experience  is  not  mere 
emotional stimulation but genuine 
transformation—temporary liberation 
from ego-bound consciousness into 
contemplative freedom. As Gopal 

provides the contemplative base, 
Bhakti the expressive overflow of 
divine consciousness" (53). Dikshitar's 
kritis instantiate this concentric 
relationship, functioning as liturgical 
instruments—sonic technologies 
for generating the very states they 
describe.
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Dialogue Between Voice and Silence

This study explores the ways in which feminine subjectivity is expressed via the 
interaction of speech and silence in Thumri performances. It argues that Thumri 
serves as a unique expressive arena where women negotiate and speak identities amid 
social constraints by examining the transitional areas between sound and quiet. The 
study highlights how artists rework classic themes of longing as intricate acts of self-
expression and empowerment. The study presents the idea that silence in Thumri is not 

in conveying women lived experiences, which are often marginalized in mainstream 
narratives. Through close lyric analyses, performance technique examination, and 
consideration of the genre’s historical evolution, the paper demonstrates how Thumri 
cultivates expressive spaces where feminine subjectivity emerges through the inter play 

consciousness.

Notes

There is a constant conversation 
between what women say and 
what is left unsaid, from the dimly 
lit courtyards where Thumri first 
appeared to the contemporary concert 
halls where it is presently performed. 
This conversation appears not just in 
spoken words but also in the pauses, 
or we can say the intentional pauses, 
the breaths, and minor note extensions 

that precede silence. Feminine 
subjectivity often finds its most 
genuine expression in these spaces. 
Silences, pauses, and interstitial 
spaces are frequently just as important 
in musical practice as the notes 
themselves. This is especially evident 
in Thumri, where the relationship 
between voice and silence creates a 
very emotional soundscape. These 
“unsounded notes” encourage nuance, 
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drawing listeners into an interaction 
with implicit emotions. In Thumri, 
silence is not mere absence but an 
active presence enhancing vocal 
expression.

This study examines how these 
unsounded notes are instrumental 
in articulating feminine subjectivity 
within Thumri. By focusing on the 
moments when sound recedes, the 
research elucidates how silence 
becomes a communicative element 
enriching the emotional and spiritual 
fabric of the performance. It argues 
that the delicate balance of voice and 
silence in Thumri creates a unique 
sanctuary for feminine consciousness, 
enabling women to communicate 
complex identities beyond the scope 
of spoken language. Thus, this study 
introduces “The Unsounded Notes” 
as a conceptual lens to understand 
how silence alongside voice constructs 
meaningful, agentive spaces within 
Thumri for feminine articulation.

Thumri stands out for i ts 
emotional intensity, which makes 
it especially suitable for expressing 
feminine storylines and feelings in 
contrast to the organized and formal 
genres Dhrupad and Khayal. Thumri’s 
evolution is closely related to the 
lives and performances of women in 
North India, as Regula Burckhardt 
Qureshi points out. However, there are 

cultural attitudes stigmatized female 
performers while also giving them 

limited liberties that are not available 
to other women.

The ancient Nadabindupansisad 
says, “The sounds of music settle the 
unsteady mind and cause it to focus 

target” represents expressions of 
suppressed desires, sorrows, and 
forms of resistance that lack general 
cultural  acceptabil i ty.  Thumri 
performers have traditionally created a 
unique place for feminine subjectivity 
to thrive despite patriarchal restraints 
by weaving music and silence 
together.

Nada and Duality of the Sound

framework for understanding sound 
in Indian music, including Thumri. 
Nada, from Sanskrit, means “sound” 
or “musical tone,” encompassing the 
physical and metaphysical vibrational 
essence fundamental to cosmic 
creation. This concept bifurcates 
into Ahata Nada, the audible sound 
produced by instruments and voice, 
and Anahata Nada, the unstruck, 
cosmic sound apprehended spiritually. 
Anahat Nada is Divine Nada, only 
some can hear it after proper Sadhna.

This duality is clearly manifested 
in Thumri: Ahata Nada appears 
in the genre’s emotive singing 
and instrumental accompaniment, 
whereas Anahata Nada resonates 
through the devotional and emotional 
undercurrents inherent in the lyrical 
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the spiritual dimension of feminine 
subjectivity, channelling emotional 
and psychological depths that go 
beyond just aural perception.

Furthermore, Thumri’s use of 

interest in the material and spiritual 
worlds. The performer is positioned 
as a channel for feminine emotional 
landscapes that go beyond traditional 
communication through the melodic 
improvisations, ornamentations, and 
expressive vocal renditions that serve 
both the sensory experience and 
the meditation on Nada as cosmic 
vibration. Similar to Nada’s nature as 
cosmic music, this produces elevated 
sensations of desire, devotion, and 
transcendence (Sahapedia 2004; All 
About Music 2017).

In sum, the concept of Nada 
and Sound Duality elucidate how 
Thumri embodies Sonic and Spiritual 
sound dimensions, enriching its 
expressiveness and enhancing its 
capacity to articulate feminine 
subjectivity and emotive performance.

The historically rooted Thumri 
genre emerges as an expression of 
feminine subjectivity, shaped by its 
cultural milieu and association with 
women, particularly courtesans. 
The genre conveys themes of love, 
longing, and internal emotional states 
from a distinctly female perspective, 

earning the appellation “feminine 
voice” in Hindustani classical music 
due to biographical and thematic 
emphasis (JSTOR 2025; Kharagpur 
College 2020).

Lyrically, Thumri centers on 
female protagonists, often the nayika, 
who embody complex emotional 
textures such as desire, separation, and 
torment. This focus, coupled with the 
predominance of female performers 
historically, grounds academic 
characterizations of Thumri as a 
feminine form. Its stylistic traits—
lighter ragas, nuanced ornamentation, 
intimate singing contexts—reinforce 

Research 2015; Rupkatha 2013).
By reflecting women’s actual 

experiences, particularly those of 
courtesans who used Thumri’s 
vernacular to express social realities, 
Thumri enacts feminine subjectivity. 
By  navigat ing  demands  and 

the genre allows female performers 
to assert agency while articulating 
vulnerability alongside transgression. 
This diversity expands interpretative 
frameworks of women and power 
and challenges reductive stereotypes 
(Sahapedia 2004; Rupkatha 2013).

T h u m r i ’ s  p e r f o r m a n c e 
circumstances, which are typically 
limited to private Mehfils rather 
than public concert halls, align with 
women’s marginal social statuses 
and facilitate the emergence of their 
voices. The genre’s relevance as 
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a feminine expressive medium is 
main ta ined  by  contemporary 
exponents who walk a tightrope 
between tradition and contemporary 
female empowerment.

The thematic content of thumris 
centres on feminine longing, yet 
rarely depicts women as empowered 
subjects: “The pangs of unrequited 
love, agony of separation, the ecstasy 
of union and the anger coupled with 
sorrow at being deceived, form the 
thematic content of thumris. The 
centrality of the female speaker and 
of feminine emotions notwithstanding, 
the literary text of thumri rarely 
presents woman [who] is in control 
and has subjugated her beloved’”.1

Thumri is a crucial cultural 

feminine voice in Indian classical 
music. Feminine-centred tales, 
emotional subtlety, and performances 
grounded in women’s reality are all 
ways that feminine subjectivity in 
Thumri appears.

courtyard to concert hall

U n d e r s t a n d i n g  f e m i n i n e 
subjectivity in Thumri requires 
contextualizing its historical trajectory 
from courtesan salons to public 
concert halls. Thumri originated in 
18th to 19th-century North Indian 
royal courts, particularly Lucknow and 
Varanasi, evolving as accompaniment 
to Kathak dance by courtesans or 
tawaifs. In the Indo-Gangetic area, 

Thumri was originally used as a 
musical accompaniment for Kathak 
dance. Prior to the 17th century, all 
Thumri compositions were created 
especially for dancing performances. 
Kathak’s expressive motions were 
intricately entwined with its musical 
framework and lyrical meaning. But 
by the late 1700s, Thumri had become 
a separate vocal form and was on par 
with Kathak.2

These performers occupied 
paradoxical social statuses: culturally 
celebrated for artistic mastery yet 
socially stigmatized for erotic 
associations. Veena Talwar Oldenburg 
describes them as “repositories 
of culture,” skilled entertainers 
simultaneously excluded from 
respectable society; this marginality 

granted to domestic women.
With the decline of  royal 

patronage and rise of nationalist 
cultural reform, Thumri underwent 
transformation. Vidya Rao terms 
this a “respectable relocation” from 
courtesan salons to concert stages. The 
genre’s style shifts—from rhythmic, 
dance-oriented Bandish-ki-Thumri 
(ex-Dekho sakhi kanhaiya roke) to 
the more introspective and lyric-
heavy Bol-Banao-Thumri (ex-Kaun 
gali gayo Shyaam?)—aligned with 
changing social norms.3

Thumri was revitalized and 
innovated in the post-independence 
era thanks in large part to female 
vocalists. They challenged social 
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norms and maintained Thumri as an 
essential form of feminine expression 
by bringing fresh approaches, styles, 
and emotional interpretations to the 
genre. With their expressive nuance, 
performers like Begum Akhtar, Girija 
Devi, and Shobha Gurtu changed 
the vocal style and contributed to 
Thumri’s continuation as a living 
heritage of feminine voice.

content

Thumri’s vernacular lyrics—
typically Braj Bhasha or Awadhi—
center on romantic love, mainly 
from the heroine’s perspective 
undergoing longing, separation, or 
union. Within these narratives, subtle 
ambiguity and poetic plurality allow 
expansive expressions of feminine 
selfhood. Vidya Rao notes Thumri’s 
texts “open themselves to multiple 
interpretations,” enabling innovation 
in emotional expression.

F a m o u s  T h u m r i s ,  s u c h 
as “Babul Mora,” which Begum 
Akhtar frequently renders, go from 
conventional laments to intricate 

societal precariousness. In a similar 
vein, novels about waiting heroes 
challenge conventional limitations 
on female agency by framing a dual 
discourse of embodied, aggressive 
desire and devotional yearning.

Harish Trivedi characterizes 
Thumri  ly r ics  as  embodying 
a “feminine sensibility,” marked 

by intense emotional investment 
and vulnerability that facilitates the 
articulation of normally suppressed 
desires within male-dominated 
classical music.

A number of well-known Thumris 
eloquently express themes like love, 
desire, and separation that are strongly 
associated with feminine subjectivity. 
For example, the Thumri song 
“Kaun Gali Gayo Shaam” depicts 
the intense longing of a lady looking 
for her missing partner, eloquently 
conveying the anguish of being apart 
through her expressive voice (Artium 
Academy, 2025). Another well-
known Thumri, “Tum Radhe Bano 

vulnerability and agency within 
conventional gender norms by using 
Radha to represent power and control, 
symbolizing a complicated negotiation 
of feminine identity (Scroll, 2024). 
The song “Raina Biti Jaye, Sham Na 
Aaye” powerfully captures the quiet 
anguish and emotional depth typical 
of the feminine experience in this 

and unsatisfied longing (Artium 
Academy, 2025).Many traditional 
Thumris rooted in Radha-Krishna lore 
also explore the interplay between 
expression and restraint, where the 
feminine voice delicately balances 
what is spoken and what remains 
unvoiced, symbolizing a nuanced 
dialogue of emotions and social 
conventions (Du Perron, 2025).
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silences

Complementing lyr ics  are 
silences—pauses and unspoken 
nuances—that function as active 
c o m m u n i c a t i v e  s t r a t e g i e s . 
Musico logis t  Mar t in  Clayton 

between notes as crucial sites of 
emotional resonance. Techniques 
like bol banav, involving elaborate 
melodic variations on single words, 
demonstrate how pauses between 
iterations create expressive depth.

The texts in Thumri often express 
female desire, usually in the form 
of love-in-separation (Viraha). The 
heroine either curses the day her lover 
left her or pines in silence for his 
return. This dialogue between voice 
and silence encapsulates the feminine 
subjectivity in Thumri, highlighting a 
complex interaction of presence and 
absence that conveys emotional depth 
through the voice as much as what 
remains unspoken.4

Silence also operates as veiling, 
permitting indirect articulation of 
female desire socially proscribed 
for explicit expression. As feminist 
mus ico logis t  Susan  McClary 
emphasizes, what remains unsaid in 
women’s music can reveal profound 
gendered experiences. Thumri’s 
characteristic ambiguity, especially in 
Shringar rasa, negotiates articulation 
with subtlety, fostering multiple 
interpretive possibilities (Rao 297).

resonant body

Thumri’s  embodied na ture 
emerges  th rough abh inaya—
expressive gestures—that complement 
vocal delivery, turning performers’ 
bodies into both medium and message 
of feminine subjectivity (Chakravorty 
204). Vocal techniques—such as 
vocal catches, tonal roughening, and 
kall—and the “grain of the voice,” as 
Barthes terms it, reinsert corporeality 
into musicality.

“Thumri’s first-person female 
perspective is sometimes compared to 
the Urdu gazal’s male narrator, yet this 
genre uniquely expresses the emotions 
of love, longing, and pain from the 

by her yearning, pining for her lover’s 
presence or absence, often expressing 
feigned pride or anger as a strategic 
emotional form rather than genuine 
empowerment” (Du Perron, 184).5

Legendary vocalist Girija Devi 
described Thumri as a tension 
between intense feeling and restrained 
expression, wherein the body 
simultaneously reveals and veils 
emotion (Weidman 113). This paradox 
underscores the embodied dimension 
of feminine expression.

Rao explains the emotional depth 
of Thumri: Thumri is all about 
emotion. If you don’t have the 
bhaav, you don’t have the music. The 
themes revolve around love and its 
overwhelming emotions—the longing 
and teasing, the pain and anger. But 
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it is seldom one-tone. It is a complex 
layering of emotion. Suppose a 
woman is angry with her lover for 
being out all night. She is upset, she 
is angry. But the bhaav might express, 
“I’m going to close the door on you 
because I’m angry. But I’m leaving it 
slightly ajar because maybe you want 
to repent and come in and make up 
with me?” (Rao).

in the modern world

While anchored historically, 
Thumri’s dialogic interplay of voice 
and silence evolves with modern 
feminist consciousness and shifting 
performance contexts. Artists such as 
Kaushiki Chakraborty and Manjusha 
Patil innovate within tradition to 
articulate contemporary feminine 
subjectivities (Chakrabarty 89). 
Ethnomusicologists like Amanda 
Weidman observe modern audiences 
attuned to Thumri’s subversive 
potential, perceiving lyrics and 
silences as expressions of autonomy 
and social transformation rather than 
merely romantic sentiment.

Thumri also remains culturally 
and socially relevant by prompting 
reflections on gender roles and 
emotional expression in today’s 
society. Performers frequently 
highlight the genre’s capacity for 
personal storytelling, thus encouraging 
conversations about how emotions 
linked to femininity are portrayed and 
understood in the modern world.6

The spread of internet platforms 
has made it easier for Thumri to 
circulate internationally, promoting 
scholarly discussion and cross-
cultural  interaction. Thumri’s 
ongoing relevance as a medium for 
communicating feminine voice and 
artistic depth beyond geographical and 
cultural barriers is reinforced by its 
thematic emphasis on silent yearning 
and complex emotional expression, 
which continues to resonate across 
diverse audiences.

Conclusion

Thumri is a “threshold” where 
social limits may be crossed and 
new possibilities imagined, a liminal 
expressive space where feminine 
subjectivity negotiates restriction 
through the dialectic of voice and 
silence. In hegemonic language, 
women’s expression frequently 
functions indirectly, “between the 
lines,” as this discussion illustrates. 
The combination of Thumri and 
Nada Yoga demonstrates how human 
desire may be transformed into 
transcendent awareness through 
embodied music while maintaining the 
feminine and physical aspects. Thumri 
is a prime example of an aesthetics 
of strategic expression in the current 
feminist conversation about voice and 
silence. She knows when to assert 
and when to withhold, expressing 
substantial meaning through pause and 
nuance. Thus, the tradition provides 
timeless insights into the relationship 
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between gender, music, and identity, 

only from what is said but also from 
how it is said—and occasionally from 
what is powerfully unsaid, resting in 
the resounding silence between notes, 
waiting for an attentive ear.
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Introduction

India, with its vast and ancient 
heritage, is known not only for its 
cultural diversity but also for its 
unique approaches to health and 
well-being. Traditional Indian healing 
systems, like Ayurveda, Yoga, and 
spiritual arts, have always emphasized 
a holistic view of health—one that 
goes beyond just the absence of 

disease. Among these, Bharatanatyam 
and Yoga stand out as practices that 
blend physical movement, mental 
discipline, and spiritual harmony. This 
study explores how Bharatanatyam, 
a classical Indian dance form, and 
Yoga, an ancient physical and spiritual 
practice; contribute to the prevention 
of diseases. It aims to analyze their 
role as non-pharmaceutical, culturally 
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rooted systems for enhancing human 
well-being. 

Bhara tanatyam and Yoga, 
both originating from the Indian 
subcontinent, reflect  a shared 
philosophical foundation based 
on balance, discipline, and self-
realization. Bharatanatyam, with 
its rich combination of physical 
posture, rhythmic footwork, and 
expressive gestures, is not merely 
an art form but also a form of 
dynamic meditation. Yoga, on the 
other hand, with its asanas (postures), 
pranayama (breathing exercises), 
and dhyana (meditation), provides 
a structured way to harmonize body 
and mind. Together, they present a 
potent cultural system that contributes 

In today’s world, where modern 
lifestyles are increasingly sedentary 
and stress-laden, the importance 
of physical movement and mental 
wellness has grown. Chronic diseases 
like obesity, hypertension, diabetes, 
and mental health disorders are on 
the rise, and conventional medical 
systems, while effective, are not 
always sufficient to address the 
root causes. In this context, the 
relevance of traditional practices 
such as Bharatanatyam and Yoga is 
being rediscovered. This research 
examines how these practices can 
be systematically used to prevent 
disease by improving physical 

promoting emotional balance. 

The preventive aspect of health 
is often overlooked in mainstream 
medicine. Modern health systems 
tend to focus on treatment and 
diagnosis rather than holistic wellness. 
Bharatanatyam and Yoga, however, 
inherently focus on prevention 
by keeping the body in motion, 

mind. Several studies and anecdotal 
evidence suggest that these practices, 
when adopted regularly, lead to 
improved cardiovascular health, 
better respiratory function, enhanced 
metabolic processes, and improved 
immunity.

Let us begin with Yoga, which 
has been recognized globally as a 
comprehensive system for mind-
body balance. Yoga is more than just 
physical exercise—it is a lifestyle 
discipline that connects body, mind, 
and spirit. As per ancient texts such 
as the Yoga Sutras of Patanjali, health 
is not only freedom from illness but 
also a balanced state of being. Yoga 
encourages one to adopt ethical 
behavior (Yama and Niyama), develop 
body awareness (Asana), regulate 
breath (Pranayama), and control the 
mind (Dhyana). These components 
contribute to lowering stress hormones 
like cortisol, improving sleep, and 

that are linked to disease prevention. 
Several scientific studies have 

affirmed Yoga’s role in enhancing 
immunity and reducing the risk of 
chronic disease. For example, regular 
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practice of Yoga postures like Surya 
Namaskar and pranayama has been 
linked to improved lung function and 
reduced anxiety. A study conducted by 
the National Institutes of Health found 
that individuals who practiced Yoga 
regularly showed lower blood pressure 
and better glycemic control compared 
to non-practitioners. Additionally, 
meditation, which is an integral part 
of Yoga, has been proven to activate 
the parasympathetic nervous system, 
bringing about a state of relaxation 
that boosts overall immunity. 

B h a r a t a n a t y a m ,  t h o u g h 
primarily seen as a performing art, 
is also an intense form of physical 
and mental exercise. The dance 
involves precise movements, strong 
footwork, controlled breathing, 
a nd  c omplex  ha nd ge s tur es 
(mudras), which together form a 
comprehensive workout. Dancers 
develop core strength, stamina, 
flexibili ty, and rhythm. More 
importantly, Bharatanatyam requires 
concentration, emotional expression 
(Bhava), and storytelling (Abhinaya), 
which demand mental focus and 
psychological involvement. 

A s  a n  a e r o b i c  a c t i v i t y, 
Bharatanatyam helps improve 
cardiovascular health. It also engages 
almost every muscle group in the 

exercise. The continuous movement 
and posture changes improve balance, 
coordination, and muscle tone. 
A study conducted by the Sree 

Balaji Medical College in Chennai 
concluded that Bharatanatyam 
dancers had lower BMI and higher 
endurance levels compared to the 
general population. Moreover, the 
expressive and narrative elements of 
Bharatanatyam serve as a powerful 
tool for emotional release, reducing 
the risk of depression and anxiety.

Anothe r  impor tan t  aspect 
of Bharatanatyam is its spiritual 
d i m e n s i o n .  T r a d i t i o n a l l y , 
Bharatanatyam was performed in 

The dancer loses their personal 
identity and becomes a medium for 
higher consciousness. This spiritual 
immersion brings a sense of inner 
peace and purpose, which is essential 
for mental well-being. In this way, 
Bharatanatyam not only enhances 
physical health but also nurtures the 
soul, contributing to holistic healing.

One of the core arguments of 
this study is that Bharatanatyam and 
Yoga are not isolated practices but 
complementary disciplines. Both 
involve breath control, physical 
movement, inner focus, and an 

A Bharatanatyam dancer, through 
training, unconsciously practices Yoga 
by aligning breath with movement, 
maintaining posture, and staying 
mentally focused. Likewise, a Yogi 
who incorporates expressions, 
gestures, and rhythm enters the realm 
of performative meditation. When 
practiced together, these traditions 
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create a synergy that reinforces 

intelligence. 
Furthermore, the social dimension 

of these practices cannot be ignored. 
Both Bharatanatyam and Yoga foster a 
sense of community, cultural identity, 
and personal discipline. Group Yoga 
sessions or dance classes bring people 
together, reduce social isolation, and 
improve mood. Cultural engagement 
through traditional practices also 
gives individuals a sense of pride 
and belonging, which is essential in 
today’s fragmented society. For young 
learners, incorporating Bharatanatyam 
and Yoga in school curricula can instill 
healthy habits early on and reduce 
dependence on screens and passive 
entertainment. 

Women, in particular, benefit 
greatly from these practices. Studies 
have shown that Bharatanatyam 
improves pelvic strength, body 
posture, and hormonal balance—
factors that are vital for women’s 
health. Similarly, Yoga has been 

disorders, menopause symptoms, and 
postnatal recovery. As both practices 
are non-invasive and adaptable, they 
serve as empowering tools for women 
across age groups to take charge of 
their physical and emotional health. 

From a policy perspective, 
recognizing Bharatanatyam and Yoga 
as public health tools can lead to 
innovative programs in schools, 
community centers, and workplaces. 

The government’s promotion of 
International Yoga Day is a step in 
this direction. However, more needs 
to be done to integrate traditional 
knowledge into modern healthcare 
models. Clinical trials, long-term 
studies, and interdisciplinary research 
can help validate traditional wisdom 
and present it in a language acceptable 
to contemporary science.

It is also important to highlight 
that both Bharatanatyam and Yoga 
are cost-effective. Unlike gym 
memberships or medical treatments, 
they require minimal infrastructure 
and investment. A small space, a 
teacher, and regular practice are 
all it takes. In rural areas or under-
resourced communit ies,  these 
practices can be valuable tools 
for health promotion and disease 

The role of teachers or gurus is 
central in both disciplines. A well-
trained Bharatanatyam guru not only 
teaches dance but also instills values, 
discipline, and cultural appreciation. 
Similarly, a Yoga instructor guides the 
student through personalized healing 
journeys. The guru-shishya parampara 
(teacher-student tradition) in Indian 
culture ensures that knowledge is 
passed down with care, respect, and 
integrity. In the modern context, this 
mentorship model can be preserved 

programs and community outreach. 
In conclusion, Bharatanatyam and 

Yoga are not just heritage practices; 
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they are dynamic, living traditions that 
have immense potential in promoting 
preventive healthcare. Their value 
lies not just in physical movement, 
but in their ability to touch every 
layer of human existence—body, 
mind, and spirit. This research seeks 
to understand how, when practiced 
mindfully and regularly, these art 
forms can help build a healthier 
society grounded in its own cultural 
roots. By viewing them as healing 
systems, we open up new possibilities 
for culturally relevant, accessible, and 
sustainable health solutions for future 
generations. 

Review of Literature 

The integration of Bharatanatyam 
and Yoga as holistic health practices 
has received growing scholarly 
attention in recent years. Traditional 
Indian knowledge systems recognize 
these disciplines not only as cultural 
expressions but also as powerful tools 
for disease prevention and wellness. 
Researchers have explored their 

balance, and cognitive development. 
Yoga is widely acknowledged for 
improving physiological and mental 
health, while Bharatanatyam has been 
linked to enhanced motor coordination 
and stress relief. This review of 
literature brings together academic 
and clinical studies that emphasize the 
preventive, therapeutic, and cultural 
significance of these practices in 
modern health frameworks.

In The Healing Power  of 
Dance, Koch (2015) explores how 
dance, including classical forms 
like Bharatanatyam, contributes 
to physical and emotional well-
being. Through clinical studies and 

a therapeutic practice that enhances 
body awareness, emotional regulation, 
and stress relief. Bharatanatyam, 
with its structured movements and 
expressive gestures, helps in the 
prevention and management of 
psychosomatic disorders. This study 
supports the view that dance is not 
only an art form but also a medium 
of holistic healing that aligns with 
ancient Indian health philosophies. 
Iyengar (2001), in his foundational 

asanas (postures) and pranayama 
(breath control) aid in preventing 
chronic diseases like hypertension, 
diabetes, and respiratory disorders. 
His detailed therapeutic sequences 
for various ailments provide evidence 
for yoga as a preventive and curative 
system. Iyengar’s approach is deeply 
rooted in classical Indian traditions 
and bridges ancient wisdom with 
modern healthcare needs, making 
it highly relevant for this study. 
Pillai’s (2013) ethnographic research 
on Bharatanatyam examines its 
origins as a temple dance and its 
transformation into a cultural wellness 
practice. The study highlights how 
sustained practice of Bharatanatyam 
cultivates discipline, mental focus, and 
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emotional stability. Pillai argues that 
the rhythmic movements and mudras 

body, contributing to better circulation 
and stress relief, thus serving as a 
form of cultural healing. Telles et al. 
(1993) conducted clinical trials to 

yoga on school children and adults. 

in pulse rate, blood pressure, and 
mental alertness. The researchers 

in building resilience and preventing 
stress-related i llnesses.  These 
outcomes support the integration of 
yoga into educational and community 
health programs, aligning with this 
study’s emphasis on cultural healing. 
Chakravarty (2008) explores the role 
of classical Indian dance in cognitive 
and motor development. Her study 

balance, muscle coordination, and 
memory. She emphasizes that the 
narrative aspect of the dance engages 
multiple brain regions, contributing 
to mental health. The study positions 
Bharatanatyam as a tool for preventive 
care, especially among children and 
elderly populations.

Desikachar (1995), a prominent 
yoga therapist, presents yoga as a 
personalized therapy that considers 
individual constitution and life 
conditions. He outlines case studies 
where yoga therapy helped prevent 
escalation of early symptoms of 
chronic conditions. His integrative 

approach mirrors the ancient Indian 
concept of Swasthya (well-being), 
reinforcing the therapeutic potential 
of yoga in preventive health. Khanna 
and Grewal (2011) investigate the 

on adolescent girls’ self-esteem 
and physical health. Their research 
found significant improvements 
in self-image, posture, and stress 
levels among those who practiced 
Bharatanatyam or yoga regularly. 
The study concludes that combining 
cultural  practices with health 
interventions can produce long-
term preventive health benefits. 
Kumar (2010) delves into the 
Ayurveda-Yoga relationship, arguing 
that traditional Indian systems view 
health holistically. Yoga, in this 
context, serves as both prevention 
and cure, especially in lifestyle-
related disorders. He includes 
references to classical texts like the 
Yoga Sutras and Charaka Samhita, 
showing how cultural practices have 
always promoted balanced living. 
Ramanathan (2012) studies the role 
of performance arts in community 
health promotion. Bharatanatyam 
workshops conducted in rural Tamil 
Nadu showed increased physical 

women participants. This grassroots 
research highlights how traditional 
art forms can contribute to public 
health initiatives. Sharma (2009) 
analyses the psychosocial benefits 
of integrating yoga and dance into 
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mental health programs. Using 

these practices enhance emotional 
res i l i ence ,  reduce depressive 
symptoms, and create a sense of 
cultural identity, which is vital for 
community-based healing models.

The reviewed literature clearly 
indicates that both Bharatanatyam 
and Yoga play a significant role 
in  promoting hol is t ic  hea l th 
and preventing disease. Studies 
consistent ly  highl ight  Yoga’s 
effectiveness in reducing stress, 
improving flexibility, enhancing 
immunity, and supporting mental 
well-being. Bharatanatyam, as 
a classical dance form, has also 

emotional expression, and cognitive 
focus. Together, these Indian cultural 

to wellness that aligns with preventive 
healthcare models.

T h e  c o n v e r g e n c e  o f 
ancient traditions and modern 
research reinforces their value as 
complementary health practices, 
deserving further exploration and 
inclusion in public health discourse. 

 1. To understand how practicing 
Bharatanatyam and Yoga can 
help in preventing common 
physical and mental health 
problems.

 2. To explore the similarities 

methods of Bharatanatyam and 
Yoga.

 3. To  e xa mi n e  h o w  t h e s e 
traditional Indian practices 
can be used as part of modern 
preventive healthcare.

This research is based on 
secondary data and uses a qualitative 
analytical approach. Information 
was gathered from various existing 
sources such as books, research 
articles, journals, official reports, 
and digital libraries focusing on 
Bharatanatyam, Yoga, and their 
roles in disease prevention within 
Indian cultural healing practices. 
Relevant literature was selected 
through careful review of academic 
databases like Google Scholar and 
JSTOR using keywords related to 
traditional Indian healing, Yoga, 
and Bharatanatyam. The collected 
data was then analyzed thematically 
to understand how these practices 
contribute to physical and mental 
health. Since this study relies on 
existing literature, it does not include 
primary data collection, limiting 

published work. Conclusion
This study aimed to explore the 

role of Bharatanatyam and Yoga as 
cultural healing practices for disease 
prevention, identify their specific 
health benefits, and analyze their 

healthcare. The analysis highlights 
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the deep-rooted connection between 
these traditional Indian practices 
and holistic well-being, which is 
increasingly relevant in today’s health-
conscious world.

Firstly, Bharatanatyam and Yoga 
are not merely physical exercises or 
art forms; they represent a holistic 
system of healing embedded within 
Indian culture. Bharatanatyam, 
with its intricate gestures (mudras), 
rhythmic movements, and expressive 
storytelling, promotes physical 
f i tness  whi le  s imul taneous ly 
e nga g ing  m en ta l  fo c us  and 
emotional balance. Similarly, Yoga 
integrates physical postures (asanas), 
breathing techniques (pranayama), 
and meditation, fostering harmony 
among body, mind, and spirit. Both 
practices align with the ancient 
Indian philosophy of health, which 
emphasizes balance as the key to 

how these practices function as 
traditional healing methods that 
contribute to maintaining health and 
preventing illness (Krishna 2014). The 

and secondary data reveal that Yoga 
has been extensively researched for 

improves cardiovascular health, 
strengthens immunity, reduces stress 
levels, and aids in managing chronic 
conditions such as hypertension, 
diabetes, and respiratory disorders 

(Iyengar 2005). Bharatanatyam, 
though less studied in clinical settings, 

physically demanding yet graceful 
movements. It enhances muscular 

while also promoting mental clarity 
and emotional expression. The 
meditative aspect inherent in both 
Yoga and Bharatanatyam fosters 
stress reduction, which is a crucial 
factor in preventing psychosomatic 
illnesses. Together, these practices 

to boosting physical and mental 
health (Nair 2010). The third 
objective examined the cultural 
relevance and acceptance of these 
practices in modern healthcare. The 
growing global interest in Yoga 
as complementary and alternative 
medicine is well documented. Yoga’s 
inclusion in health promotion and 
rehabilitation programs worldwide 

and therapeutic potential (Feuerstein 
2008). Bharatanatyam, while primarily 
perceived as a performing art, is 

in cultural and educational settings, 
encouraging active lifestyles that 
reduce sedentary behavior-related 
diseases. These practices act as 
cultural bridges, integrating traditional 
wisdom with contemporary health 
paradigms. This reflects a shift 
towards holistic, patient-centered care 
that appreciates cultural contexts in 
health interventions (Desai 2016).
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The data collected through 
secondary research indicate that 
despite the availability of modern 
medicine, cultural healing practices 
l ike Bharatanatyam and Yoga 
remain vital in preventing diseases 
by promoting a balanced lifestyle. 
This study’s findings affirm that 
incorporating these practices into 
daily routines can enhance quality 
of life and reduce the burden of 

sustainable, cost-effective health 
solutions that are accessible to 
diverse populations, including those 
with limited access to conventional 
healthcare. Furthermore, the cultural 

community engagement and mental 
well-being. Bharatanatyam, often 
performed in social and religious 
gatherings, reinforces social bonds 
and cultural identity, which contribute 
to psychological resilience. Yoga’s 
meditative components cultivate 
m i n d f u l n e s s  a n d  e m o t i o n a l 
regulation, empowering individuals 
to manage stress and prevent stress-
related diseases. These social and 
psychological dimensions are critical 
to comprehensive disease prevention 
strategies, emphasizing the need 
for integrative health models. In 
conclusion, the study reinforces the 
importance of Bharatanatyam and 
Yoga as culturally embedded healing 

to disease prevention and health 
promotion. Their integration into 

healthcare systems and public health 
policies can complement biomedical 
approaches, leading to more holistic 

research, particularly clinical studies 

encouraged to strengthen the evidence 
base and promote wider adoption. 
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and Rhyrhm

This paper explores and compares the practical and theoretical elements of Indian 
and western music focusing on scales, modes, and rhythm, which form the core of each 
tradition’s structure and expression. While both traditions provide complex musical 

underpin melody, as well as the rhythmic structures that support musical expression. 
Western music relies on the twelve-tone equal temperament system, dividing an 
octave into twelve semitones, and primarily uses major and minor scales. In contrast, 
Indian classical music is built on ragas, which are more than scales; they are melodic 

and are believed in spiritual elements. Like western music focuses on harmony and 
polyphony, whereas Indian music, intertwined with spirituality, emphasizes melodic 
and transcendence. By examining these components, the study demonstrates how each 

roots.
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Introduction

Music, in its diverse forms, has 
long served as one of the most 
profound expressions of human 
creativity and cultural identity. It has 

well as a performance art throughout 

emotion, order, and sound. With their 
strong philosophical, artistic, and 
structural underpinnings, Indian and 
Western musical traditions stand out 

world. Comparative analysis of these 
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two traditions provides important 
insights into how various cultures 
organize and conceptualize sound, 
particularly in the areas of rhythm, 
modes, and scales.

Indian music theory is embedded 
in a holistic worldview where sound, 

the universal essence. In Indian music 
theory, which is based on a holistic 

as an expression of the universal 
essence. The method emphasizes the 
microtonal richness of swaras (notes), 

frameworks), and the intricate cyclic 

Its roots are in the Vedas, particularly 

ideas of sound as a spiritual conduit, 
intonation, and chanting. Over the 
course of centuries, treatises such 

features of scales, intervals, modes, 
and rhythm. Indian classical music 
still places a strong emphasis on 
improvisation, ornamentation, and 
the aural experience, whether it is 
Carnatic in the south or Hindustani in 
the north.

Significant differences in the 
structure and perception of music can 
be found when comparing various 
traditions. The seven basic swaras 
of Indian music are composed of 
22 theoretical shruti (microtonal 

palette for melodic expression. Many 

on scales that are organized into parent 

a scale, with unique phrases, rising 
and declining rhythms, and emotional 
associations associated with the 
season or time of day. The rhythm of 
Indian music is similarly complicated, 

patterns rather than linear meters. This 
allows for intricate improvisations 
such as layakari (rhythmic play) 
and tihai (a cadential phrase that is 
repeated three times).

In contrast, Western music largely 
organizes pitch material into 12 
equal semitones, from which major 
and minor scales are derived. Modes 
such as Dorian, Phrygian, or Lydian 
provide additional tonal colors but 
are structurally simpler than the 
expansive raga system. Rhythm, 
while capable of great complexity in 
modern and contemporary works, is 
often conceptualized through time 
signatures and bar lines, emphasizing 
predictability and metric clarity.

This study attempts to analyze and 
compare the theoretical underpinnings 
of Indian and Western traditions 
with a focus on scales, modes, and 
rhythm. The study intends to highlight 
the philosophical distinctions that 
impact musical expression in these 
cultures in addition to the structural 
and aesthetic variances by examining 
these fundamental elements. This type 
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of comparison analysis demonstrates 

thinking, one focused on cyclical time 
and microtonal complexity and the 
other on linear growth and harmonic 
structure, even if it is universally 
human.

Indian music relies heavily on 
spiritual engagement and aesthetic 
experience (rasa). The notion that 

cosmic phenomenon forms the 
intellectual basis of Indian musical 
philosophy. In addition to being a kind 
of entertainment, classical texts like as 

can lead to emotional and spiritual 
enlightenment. A particular emotion 
(rasas), such as compassion (karuna), 
heroism (vira), love (shringara), or 

is meant to evoke. The intrinsic 
link between melody and emotion 
ensures that musical performances are 
both private and public experiences, 
connecting the performer, audience, 
and cosmic orderiii.

Indian classical music's emphasis 
on experience is strengthened by 

structure is provided by its framework, 
but each performance is unique 
as the artist explores melodic 
and rhythmic possibilities in real 
time. Tihai (threefold repetition) 
and layakari (tempo manipulation 

inside the cycle) are examples of 
rhythmic improvisation that show 
how musicians work dynamically 
with time, enhancing the aesthetic 
experience. Indian music emphasizes 
meditation, contemplation, and the 
quest for transcendence through 
sound, making it fundamentally as 
much a philosophical as an artistic 
endeavor.

Western music, while also capable 

emphasis on structure, harmony, and 
linear progressioniv. Its aesthetic 
and philosophical underpinnings 
are deeply influenced by Ancient 
Greek mathematics, Renaissance 
humanism, and Enlightenment 
rationalism. Musical beauty in the 
Western context often derives from 
balance, proportion, and the tension-
resolution relationships inherent in 
harmony and counterpoint. Composers 
such as Bach, Beethoven, and Mozart 
exemplify this approach, constructing 
intricate musical architectures that 
evoke emotion through formal 
development rather than direct 
association with external moods or 
times of day.

A philosophical bent toward 

evident in Western music theory. 
Predictable narrative arcs can be 
created within a composition using 
the tonal harmony system, which 
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is based on functional relationships 
between chords and key centers. 
The contradiction between freedom 
and order is highlighted by the fact 
that even in Western music, such 
as jazz, improvisation takes place 
inside a clearly defined harmonic 
and modal structure. In contrast 
to cyclical meditation, rhythm, 
which is structured using metric 
measurements, stresses linearity and 
forward motion, further solidifying a 
sense of chronological development.

Scales

Scales are the foundation of 
musical ideas in many civilizations. 
They represent systematic pitch 

improvisation, melody, and harmony. 
Despite the universality of the concept 
of scales, there can be significant 

traditions develop, interpret, and apply 
them. In both Indian and Western 
music theory, the idea of scales is 
intimately tied to aesthetic objectives, 
historical development, and cultural 
philosophy. This comparative study 
shows how Indian music's focus on 
microtonality and emotive frameworks 
contrasts with the West's concentration 
on tempered scales and harmonic 
functioning.

Indian music theory is rooted in 
the concept of the saptak (heptatonic 
scale) consisting of seven fundamental 

swaras (notes): Sa (Shadja), Re 
(Rishabha), Ga (Gandhara), Ma 
(Madhyama), Pa (Panchama), Dha 
(Dhaivata), and Ni (Nishada)v. 
These seven notes form the basis of 
both Hindustani (North Indian) and 
Carnatic (South Indian) classical 
traditionsvi.

  Although the octave is divided 
into 22 shrutis (microtonal 
intervals), according to ancient 
Indian theorists, performers 
r e a l l y  e m p lo y  v a r i a b l e 
intonation rather than fixed 
equal divisions. This theoretical 
framework highlights that small 
fluctuations and ornaments 
(gamakas) are just as important 
to music's expressive power as 

Swaras 
  Five of the seven notes have 

variations: Re, Ga, Dha, Ni, and 
Ma. 

  Shuddha= Natural form 
  Komal= (Ga, Dha, Ni, and Re 

can all be komal.) 
  Tivra = sharp (Ma can be tivra).

  In Hindustani music, scales 
are systematized into 10 thaats 

Vishnu Narayan Bhatkhande. 
Examples include Bilawal 
thaat (similar to Western major 
scale), Kafi thaat (similar to 
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Dorian mode), and Asavari 
thaat (similar to natural minor).

In Carnatic music, the system 
is more comprehensive, with 72 
melakarta ragas serving as parent 
scales. Each melakarta includes all 
seven notes in both ascending and 
descending forms. Derived ragas 
(janya ragas) are created by modifying 
these scales through omission, 
repetition, or ornamentation.

Western music theory has 
historically been shaped by a 
progression from modal systems to 
tonal harmony, with scales playing 
a central role in organizing pitch 
relationships.
 1. The 12-Tone System and 

  Western music divides the 
octave into 12 equal semitones 
through the system of equal 
temperament. This innovation, 
solidified in the Baroque 
period, allows instruments 
like the piano to play in all 

discrepancies.
  Unlike the microtonal shrutis 

of Indian theory, Western 
scales are standardized and 
mathematically equal.

 2. Major and Minor Scales
  The major scale (Ionian mode) 

whole and half steps (W-W-
H-W-W-W-H). I t  became 

the cornerstone of Western 
tonal music from the Baroque 
through the Romantic era.

  The minor scales (natural, 
harmonic, melodic) provide 
expressive variety, especially 
with the raised 7th degree in 
the harmonic minor for strong 
cadences.

 3. Scales Beyond the Diatonic 
Western music also developed 
non-diatonic scales:

  Chromatic scale (12 semitones)
  Pentatonic scale (5 notes, 

common in folk traditions and 
similar to Indian pentatonic 
ragas like Raga Durga).

  Whole-tone and octatonic 
scales (used in Impressionist 
and 20th-century music). These 
scales expand the harmonic 
and melodic palette beyond the 
classical tonal system.

Both Indian and Western music 
use modes as the foundation for 
melodic expression, despite their very 
divergent interpretations and uses. In 
Indian tradition, a modal framework 
that goes beyond a simple scale is 

descending movements and emphasize 

with moods, emotions (rasa), and even 
seasons or times of day. Conversely, 
Western modes, which originated in 
ancient Greece and were standardized 
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in the church during the Middle 
Ages, are mostly scalar arrangements, 
such as Lydian, Phrygian, or Dorian, 
and are distinguished by interval 
patterns and tonal centers. Indian 
modes place more emphasis on 
improvisation and aesthetic pleasure 
than Western modes, which evolved 
toward structural clarity and had an 
impact on harmony and composition.

a scale – includes ascending 

vadi-samvadi (primary tones), 
-

tional associations (rasa)vii.
 

of day/seasons.
  Thaat /Melakar ta  system: 

theoretical parent scales for 

  Raga Yaman (Kalyan thaat, 
Lydian-like with tivra Ma).

 
Dha, evokes seriousness and 
devotion).

  Improvisatory nature: performer 
interprets within modal rules.

  G r e e k  o r i g i ns :  D o r i a n , 
Phrygian, Lydian, Mixolydian, 
Aeolian, Ionian, Locrian.

  Medieval use: Church modes in 
Gregorian chants.

  Renaissance/Baroque shift: 
modes replaced largely by tonal 
major/minor system.

  20th-century revival: jazz 
(Miles Davis’ Kind of Blue), 
folk, and modern classical 
composers (Debussy, Bartók).

  Dorian mode (used in folk & 
jazz).

  Mixolydian mode (blues, rock, 
Celtic music).

Rhythm is central to music, 
yet Indian and Western traditions 

and spiritually grounded—while 
Western music relies on linear meters 
and time signatures for structure 
and coordination. Comparing these 
systems highlights not only technical 

perceptions of time, expression, and 
musical order.

The origins of Indian rhythmic 

elements of music and danceviii. Later 
treatises, such as Sangita Ratnakara 
(13th century), further systematized 
the concept. Rhythm in India is not 
simply a background structure but 
an active, dynamic framework. The 

240 /  https://doi.org/10.65403/bhairavi.vol30.034



emphasis is not on strict repetition 
but on the interplay of cycles, 
improvisations, and mathematical 

notion of time as eternal recurrence.

In the West, rhythmic thinking 
developed through Greek philosophy 
and medieval ecclesiastical practice. 
Ancient Greeks associated rhythm 
with poetry and dance, considering 
it a proportional arrangement of 
durations. The medieval period saw 
the development of rhythmic modes 
in plainchant, which gradually gave 
way to mensural notation in the 
Renaissance, leading to modern 
rhythmic notation with bar lines 
and t ime signatures.  Western 
rhythm evolved toward clarity and 
standardization, enabling polyphony, 
orchestration, and complex ensemble 
coordination.

 

 

  Beats are grouped into sections 

 

beats).

  South Indian Carnatic system 

subdivisions (angas).

  Improvisation: performers 
manipulate rhythm through 
layakari (playing with tempo) 

phrase landing on the sam or 

  Western rhythm is organized 
around meter, represented by 
time signatures (e.g., 4/4, 3/4, 
6/8).

  Strong and weak beats alternate 
in regular patterns (duple, triple, 
compound).

  Standardized notation allows 
for precision across ensembles.

  Rhythmic complexi ty  in 
Western music often arises from 
syncopation, polyrhythms, and 
shifting meters.

  Examples: Baroque dance 
forms, Beethoven’s metric 
disruptions,  Stravinsky’s 
irregular rhythms, and jazz 
swing.

Conclusion

The comparative study of Indian 
and Western music theory reveals 
that while both traditions share 
the fundamental human impulse 
to organize sound, they diverge 
profoundly in methodology, aesthetics, 
and philosophical orientation. Beyond 

and philosophical elements of each 
system emphasize its cultural and 
existential tendencies. Due to its 
emotional, spiritual, and meditative 
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elements, an Indian music concert 
is a unique and cosmic experience. 
Western music prioritizes structural 
coherence, harmonic progression, and 
intellectual engagement while evoking 
emotional emotions through narrative 
and tension-resolution dynamics. 
When taken as a whole, these 
perspectives show how music may 
provide insight into human feelings, 
thoughts, and cultural perspectives.

R h y t h m i c  a c c u r a c y  a n d 
the emotional coloring of notes 

scales are highly valued in Indian 
music, making every performance 
a unique, expressive experience. 
Western music, on the other hand, 
uses a system of twelve semitones, 
major and minor scales, and tempered 
tuning to promote structural clarity, 
harmonic stability, and repeatability 
between performances. This analogy 
illustrates how cultural goals, ranging 
from harmonic building to spiritual 
expression, influence the basic 
elements of music.

T h e  v a r i o u s  c o n c e p t u a l 
frameworks are further demonstrated 
by the way modes are treated. Indian 

are imbued with emotion, time, and 
aesthetic purpose, and they go beyond 
simple scale sequences. Western 
modes provide several tonal qualities 
within a set melodic and harmonic 
framework. They are derived from 
ancient Greek theory and were 

music. Western modes are frequently 

musical logic, while Indian modes 
are deeply contextual, incorporated 
with improvisation and emotional 
resonance, even if both systems 
explore tonal possibilities.

Indian music employs cyclic 

complex temporal improvisation 
and allow musicians to manipulate 
time through tihai and layakari. 
Predictability, metric precision, and 
harmonic synchrony are highly valued 
in Western rhythm. Time signatures, 
bar lines, and linear meters are used 
in its structure. These approaches 
demonstrate divergent philosophical 
conceptions of time: Indian music is 
cyclical and contemplative, whereas 
Western traditions are linear and 
narratively focused.

In conclusion, Indian and Western 

scale structure, mode philosophy, 
rhythmic conception, and aesthetic 

into the nature of sound, emotion, and 
human expression. The comparative 
study of these traditions illuminates 
both their uniqueness and their shared 
capacity to evoke beauty, convey 
meaning, and resonate with the human 

enhances not only musicological 
scholarship but also practical 
appreciation, pedagogy, and creative 
experimentation, demonstrating that 
the study of music is as much about 
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cultural insight as it is about technical 
mastery.

 i Indian Classical Music Vs Western 
Music : A Comparative Study

 ii 000027.pdf
 iii J S S _ 0 4 6 _ 1 d _ S w a m i A g e h a 

nandaBharati_ComparativeStudy 
OfIndianAndWesternMusic.pdf

 iv J S S _ 0 4 6 _ 1 d _ S w a m i 
AgehanandaBharati_Comparative 
StudyOfIndianAndWeste

  rnMusic.pdf

 v Bhatkhande,  Vishnu Narayan. 
Hindustani Sangeet Paddhati. Vols. 
1–4, Sangeet Karyalaya, 1951.

 vi A Comparative Study of Indian 
and Western Music Forms | PDF | 
Performing Arts

 vii Rao, Suvarnalata. Raga-Nidhi: Theory, 
Structure, and Aesthetics of Hindustani 
Raga. ITC Sangeet Research Academy, 
1999.

 viii The Mathematics Behind Indian and 
Western Music | by Skanda Vivek | 
Emergent Phenomena | Medium

https://doi.org/10.65403/bhairavi.vol30.034 Comparative Study of Indian... / 243



Academic libraries play a vital role in strengthening subject-based teaching, learning, 
and research through systematic collection development. Music as a discipline requires 

women’s higher education institutions in the Vidarbha region of Maharashtra and is 
known for its progressive academic outlook and emphasis on women empowerment. 

doctoral level, covering Hindustani classical music, folk music, and Western music 
along with theoretical and practical components. The institutional library, which is 
fully computerized and ICT-enabled, supports these academic programs through a well-
planned music collection and access to digital resources and consortia. The present 
study examines the collection development practices of music subject resources in the 
library of Mahila Mahavidyalaya, Amravati. It analyzes the nature of the collection, 
ICT integration, and the role of the library in supporting music education and research. 
The study also highlights challenges and provides recommendations for strengthening 
music collections in academic libraries.
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1. Introduction

Libraries are the backbone of 
academic institutions, supporting 
teaching, learning, and research 
activities. Collection development 

is a continuous and dynamic 
process that involves the selection, 
acquisition, organization, evaluation, 
and maintenance of library resources 
to meet users’ needs. In subject-
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based disciplines such as Music, 
collection development becomes more 
complex due to the need for printed 
materials, audio-visual resources, 
musical scores, digital archives, and 
research literature.

Collection development is one 
of the core functions of an academic 
library and directly influences the 
quality of education and research 
in an institution. A well-developed 
collection ensures access to relevant, 
authentic, and updated information 
resources. In disciplines such as 
Music, collection development is 
more complex because it involves 
not only textual materials but also 
musical scores, recordings, audio-
visual documents, and digital archives.

Mahila Mahavidyalaya, Amravati, 
affiliated with Sant Gadgebaba 
Amravati University, has a long 
history of providing quality higher 
education to women in the Vidarbha 

programs from graduation to Ph.D. 
level and has adopted modern ICT-
based educational practices while 
preserving traditional pedagogical 
values. The Music Department is 
academically strong and supported 

emphasize innovative research and 
holistic musical education.

T h e  l i b r a r y  o f  M a h i l a 
Mahavidyalaya is fully computerized 
a nd  e q u i p p e d  w i t h  m od e r n 
information and communication 
technologies. The availability of 

digitized books, QR code-based 
access, and connectivity to various 
consortia has enhanced information 
accessibility. In this context, the 
present paper attempts to study the 
collection development of music 
subject resources in the library and 

academic and research requirements.

2. Review of Related Literature

The review of literature provides a 
theoretical and empirical background 
for  unders tand ing  co l lec t ion 
development practices in academic 
libraries, with special reference to 
music subject collections and ICT-
based services.

Evans (2005) emphasized that 
collection development is a systematic 
and continuous process involving 
selection, acquisition, evaluation, 
and weeding of library materials to 
meet user needs. He highlighted the 
importance of aligning collections 
with institutional objectives and 
academic curr icula,  which is 
particularly relevant for specialized 
subjects such as music.

Kumar (2014) discussed the 
management of library collections 
in higher education institutions and 
stressed that subject-based collection 
development must consider faculty 
recommendations, research trends, 
and user demand. According to 
the author, music libraries require 

scores, sound recordings, and digital 
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resources.
Chowdhury (2010) examined 

the impact of digital technologies on 
information retrieval and pointed out 
that ICT has transformed traditional 
collection development practices. The 
study noted that digital libraries and 
online databases play a crucial role 
in improving access to specialized 
subjects such as music, where non-
print materials are equally important.

Shukla and Tripathi (2013) studied 
collection development policies 
in Indian academic libraries and 
observed that many libraries lack 
formal written policies, leading to 
imbalanced collections. The authors 
recommended systematic planning 
and periodic evaluation of subject 
collections to ensure relevance and 
adequacy.

Bhat and Mudhol (2015) analyzed 
the development of music collections 
in university libraries in India and 
found that most libraries emphasized 
print resources while audio-visual and 
digital materials were underdeveloped. 
Their study suggested that music 
libraries must adopt hybrid collection 
models to support both theoretical 
learning and performance-based 
education.

Pati l  and Pradhan  (2016) 
explored the role  of  ICT in 
academic libraries and reported 
that automation, digitization, and 

improved information services. They 
emphasized that QR codes, OPACs, 

and institutional repositories enhance 
user engagement and facilitate easy 

Singh (2017) examined user 
satisfaction with music resources 
in higher education institutions and 
found that availability of recorded 
music, notations, and online tutorials 
had a positive impact on learning 
outcomes. The study highlighted 
the growing demand for electronic 
and multimedia resources in music 
education.

Kumari and Panda (2018) studied 
collection development practices 
in women’s colleges in India and 
observed that libraries in women-
centric institutions play a vital role in 
empowering students through access 

indicated that ICT-enabled libraries 
significantly support advanced 
research and skill development.

Deshpande and Chavan (2019) 
conducted a study on digitization 
initiatives in college libraries in 
Maharashtra and reported that 
digitized collections and consortium 
access have improved research 
productivity. The authors stressed 
the need for continuous upgradation 
of digital infrastructure to support 
specialized disciplines like music.

Reddy and Kumar (2020) 
examined the role of academic 
libraries in supporting performing 
arts education and concluded that 
music collections must include a 
balanced mix of classical texts, 
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contemporary research publications, 
and digital learning materials. They 
also emphasized faculty involvement 
in the selection process.

More recently, Joshi and Kulkarni 
(2022) analyzed the impact of 
e-resources on music research in 
Indian universities and found that 
access to online journals, digital 
archives, and recorded performances 
h a s  t r a n s f o r m e d  r e s e a r c h 
methodologies in music studies. The 
study highlighted the importance of 
consortia-based access for resource-
sharing among institutions.

The objectives of the present study 
are:
 1. To examine the nature and scope 

of music subject collections 
in the l ibrary  of Mahila 
Mahavidyalaya, Amravati.

 2. To  s tudy  the  co l lec t ion 
development practices adopted 
for music resources.

 3. To analyze the role of ICT 
and digital facilities in music 
collection development.

 4. To assess the support provided 
by the library to music teaching 
and research.

 5. To suggest recommendations 
for further improvement of 
music collections.

 4. Statement of the Problem
Music education requires access 

to specialized, multi-format resources 
that support both academic study 

and practical training. The problem 
addressed in this study is to determine 
whether the existing music subject 
collection in the library of Mahila 
Mahavidyalaya adequately fulfills 
the curricular and research needs of 
students and faculty members. The 
study also seeks to identify areas 
requiring enhancement in the context 
of technological advancements and 
emerging research trends.

The scope of the study is limited 
to:
  Music subject collections 

available in the library of 
Mahila Mahavidyalaya, Jog 
Chauk, Amravati.

  Print, non-print, and digital 
music resources.

  ICT-based services related to 
music collections.

The study does not include 
comparative analysis with other 
institutions or quantitative user 
studies.

The study adopts a descriptive 
research methodology. Data were 
collected through:
  O b s e r v a t i o n  o f  l i b r a r y 

infrast ructure and music 
collections

  Analysis of available print and 
digital resources

  Review of  depar tmenta l 
and institutional academic 
information
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The study is qualitative in nature 
and based on the information provided 
by the institution.

7. Limitations of the Study

The study is subject to the 
following limitations:
 1. It is restricted to a single 

women’s college.
 2. Quantitative data such as 

budget allocation and usage 
statistics are not included.

 3. U s e r  f e e d b a c k  t h r o u gh 
questionnaires or interviews is 
not covered.

 4. F i n d i n g s  a r e  b a s e d  o n 
available institutional input 
and observation.

8. Analysis and Discussion

  The Music Department of 

a comprehensive curriculum 
covering Hindustani classical 
music, folk music traditions, 
Western music, and notation 
systems. The department 
emphasizes both theoretical 
understanding and practical 
training, creating a demand for 
varied library resources.

 
  The library has developed its 

music collection in multiple 
formats, including:

  Print Resources: Textbooks, 
reference works, music theory 

books, biographies of eminent 
musicians, and historical texts.

  Research Resources: Advanced 
reading materials supporting 
postgraduate and doctoral 
research.

  Audio-Visual  Resources: 
Recorded performances and 
demonstrations (as applicable).

  Digital Resources: Digitized 
books, online journals, and 
e-resources accessed through 
consortia.

 8.3 ICT Integration in Collection 

  The library is fully computerized 
and uses library management 
software for  acquisi tion, 
cataloguing, circulation, and 
OPAC services. ICT facilities 
such as digitization, QR code 
access, and online resource 
s h a r i n g  h a v e  i m p r o ve d 
accessibility and resource 
utilization, particularly for 
music research.

 8.4 Role  of  the Library  in 

  The library plays a supportive 
role in promoting innovative 
research by providing access 
t o  s c ho l a r ly  l i t e r a t u r e , 
digital resources, and ICT-
based services. This support 

postgraduate and Ph.D. scholars 
in music.
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  The library has a reasonably 

developed music collection 
aligned with the academic 
curriculum.

  ICT integration has enhanced 
access to music resources.

  Digital and consortium-based 

music research.
  There is scope for further 

enrichment of audio-visual and 
specialized music databases.

10. Conclusion

The study concludes that the 
library of Mahila Mahavidyalaya, 
Amravati, has made systematic and 

its music subject collection. The 
integration of modern ICT tools, 
digitized resources, and access 
to consortia has strengthened the 
library’s capacity to support music 
education and research. However, 
continuous evaluation, expansion of 
digital and audio-visual resources, 
and focused budget allocation are 
necessary to meet future academic 
challenges and research demands.

11. Recommendations

 1. Development of a dedicated 
audio-visual music section.

 2. Subscription to specialized 
music databases and e-journals.

 3. Creation of an institutional 
digital repository for music 
performances and research 
output.

 4. Regular review and updating of 
music collections.

 5. Organization of user orientation 
and information l i teracy 
programs.
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