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is a novel and prac tical scheme pro­

viding a complete course in Indian 

Music Appreciation both for Indians 

d non-Indi ans. an 
The scheme consists of a se ries of 

eig:ht demonstration lectures, each of 

19 minutes duration , engraved on four 

L.P. gramophone records. The first 

four lectures-profusely illustrated by 

music demon strations-deal with the 

fundamentals of music , the embellish­

ments. the R aga sys tem and the Tala 

sys tem. Jn the next three lectures, 

the li stener is made acquainted with 
the important form s of music , such as 

Khayal , Thumri etc .. by taking him 

through the actu a! performances. 
Along with the recorded music recitals. 

a running commentary is given to help 

the li stener to app rec iate the sa lient 

feat ures. The las t lec ture is devoted 

to Instrument al Music giving special 
specimen Si tar recitals. 

This book contains the entire text 

of the spoken word. Along with the 

Indi an Notation . mu sic illustrations 

are also give n in the Internationa l 

Staff-Notation , to enab le persons con­
versa nt with Western Music to gras p 

the subject more full y. Useful a ids, 

such as explanatory and comparative 

note. , tab les, appendices and glossa ry 

are also provided in this book. 

With such a complete audio-visual 

aid, Introducing Indian Mu sic aims 

at initi at ing the lay li ste ner into the 

basic structure, te chnique and aest het ic 

va lues of In dian Mu ic. 
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FOREWORD 

It gives me great pleasure to introduce this serious 

guide to music. 

Mr. Joshi and Mr. Lobo have approached their task 

In the modern manner, combining the visual and aural 

impressions with the explanatory commentary. 

As music is a complete experience, so must it be 

treated in this complete way. 

Today, when the understanding of other cultures­

whilst remaining a privilege-has become an essential 

necessity for the very survival of life on earth, we must 

be grateful to such excellent efforts as this one, for 

providing another guide-post along humanity's steep and 

stony path. 

London, 

July 1965. 

[YEHUDI MENUHIN] 





PREFACE 

Indian Music, with its intricate systems of Raga and 

Tala, its conventional norms and artistic subtleties, 

presents many a difficulty to the uninitiated listener, 

particularly to non-Indians. No art can be appreciated 

unless some effort is made to grasp its basic principles and 

its technique. Through these demonstration lectures, we 

make a modest attempt to initiate such a listener into the 

intricacies of Indian Classical Music and to familiarize 

him with its peculiar features and aesthetic values. 

Being, as it is, the first full-fledged and systematic attempt 

of its kind to explain Indian Music to non-Indians with 

special audio-visual aids, this venture needs no apology. 

This scheme is not intended to teach music, nor does 

it profess to give complete information about Indian 

Music. As the title goes, it aims at 'introducing' Indian 

Music to those desirous of knowing what Indian Music is 

like. The listener is, therefore, expected to pay close 

attention to the basic principles and aesthetic values of 

Indian Music and to familiarize himself with its 

peculiarities by listening and re-listening to the various 

music demonstrations. If these lectures bring home to 

the listener the basic structure and salient features of 

Indian Music and kindle his interest in it, well, our efforts 

will be amply rewarded. 

We wish to express our deep and special gratitude to 

Mr. Yehudi Menuhin, the world-renowned violinist and 
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musicologist, for the inspiring Foreword with which he 

has favoured us. 

We acknowledge with grateful thanks, the most 

valuable help and suggestions given at every phase of 

this scheme by our friend Shri Wamanrao Deshpande of 

Batliboi & Purohit, Chartered Accountants, Bombay. 

Our thanks are due to all the artistes who rendered 

their services very willingly. Our thanks are also due to 

the Gramophone Co. Ltd. (H. M. V.) for their co-operation 

in recording music and manufacturing the discs. 

, Bombay 

15 August 1965 

Baburao Joshi 

Antsher Lobo 
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LECTURE I 

THE SCALE NOTES (SWARAS) 

You cannot appreciate any art unless you make some effort to grasp its 
basic principles and its technique. This is particularly so with the serious type 
of Indian Music1 whether it is of the Classical, Semi-Classical or Light Classical 
variety. 

Indian Music has its own conventional norms and artistic subtleties. 
Unless the aesthetic principles of Indian Music are clearly explained with 
illustrations, tl:e lay lister.er is apt to get puzzled by its peculiarities. These 
demonstration lectures, therefore, are a modest attempt to initiate such a listener 
into the appreciation of Indian Classical Music and to familiarize him with its 
conventional norms and aesthetic values. 

Let us l::e£,in with the fundamentals of music : the scale-notes, Swa'ra as we 
call them. Our music is based on seven main notes. The abbreviated names of 
these notes, as usually pronounced in singing, are : 

[Ex. 1] Sa RP Ga Ma Pa Dha NP; . 
and at the end of these seven notes comes the upper [Ex. 2] S which completes 
the octave. 4 These seven notes correspond to Do Re Mi Fa Sol La Ti of the 

Western scale. 

~Ex.i 

1 J J J j cJ 

s R G t-'l p D N s D 1} 

I Indian Music consists of the two principal styles known as the Hindustani system (of the North) 
and the Karnatak (of the South). The two systems have many features in common, but by 
Indian Music is meant the Hindustani system of music in these lectures. 

2 In practice, this note Ri, as derived. from Rishabh, is often pronounced Re from the synonym 
Rekhab. 

a For convenience, the syllables of these notes will be shown by their first letters only as 
SRGMPDN. 

4 The above notes of our standard scale, the Bilawal Thata, correspond to the diatonic major 
scale of Western Music. 
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Generally speaking, out of the seven constituents, four notes, namely, Ri 
Ga Dha and Ni have each a Komal (flat) variant. Thus, the Sh·uddha (natural) 
and Komal (Rat) variants of the third note Ga may l:e sung as [Ex. 3] G G; 
while those of the sixth note Dha may be sung as [Ex. 4] D D. The fourth note 
Ma, however, has a Teevra (sharp) variant, which preceded by its Shuddha 

(natural) variant may be rendered as [Ex. 5] M, M'. The remaining two natural 
notes, namely, the first and the fifth, are fixed or unchangeable notes, that is, 

they do not have any such variants. 

Now, for all practical purposes, the five Shuddha notes with their five 
(Vikrit) chromatic variants plus the two fixed notes, make up the total of twelve 
notes of the chromatic scale. The two fixed notes and a set of five of the 
remaining ten variants, usually suffice to build up a few of the simpler Saptak, 
seven-note scales out of the standard parent scales of the Indian Musical system.5 

The most important note in a scale is the fundamental note Shadja or the 
Tonic. No musical composition is conceived without a Tonic as no structure is 
contemplated without a base.6 The Tonic determines the relative pitch of all 
notes in the octave. This explains why a vocal or instrumental piece of music 
is always played to the accompanin:ent of a drone instrument. Notice, however, 
that no particular note of definite pitch is specified or prescribed as the Tonic. 
One is free to choose, according to one's voice-register, any suitable note as 

one's Tonic for a given piece. 

While a low-pitched Contralto or Baritone voice may choose the note C as 
the Tonic, a high-pitched Soprano or Tenor may prefer the note F as the Tonic. 
Now, if we choose Cas our Tonic Sa [Ex. 6] s, this is how we would render a 

a Sarigam Solfa passage based on it : 

[Ex. 7] G R G R R S R J? S S G R G. 

On the other hand, the same passage based on the note F [Ex. 8] S would be 
rendered like this : 

s Strictly speaking, however, the theory of Indian scale system recommends twenty-two 
Shmtees as now adopted by the Sangeet Niitak Akiidemi. The four flat notes have each a flatter 
(Atilcomal) varia~t, a Didymian Comma or Pramiina Shruti lower; and the F sharp, a sharper 
( :eezn:atara) vanant. Similarly the five natural Pythagorean notes have each a tertian variant 
d1ffenng by a Comma. 

5 Unli~e Wes~ern Music where the tonic key may change or modulate, the key-centre in Indian 
Mus1c remams unchanged throughout the performance of a musical piece. 
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[Ex. 9] (Ex. 7 repeated). 

You have noticed that though the pitch-level has changed, the tune is identical 
and the relations of the notes with the new Tonic have remained the same. 

As we are more interested in live demonstrations, than in dry information, 
let us proceed with the next example.7 To begin with, let us se!ect four 
Shuddha notes Sa, Ri, Ga, Ma and let us see what they can produce. First listen : 

[Ex. 10] G R M G R S S R G R M G R S. 

To Indian ears, this sounds merely skeletonic. We would prefer the melody to 
be more graceful : 

[Ex. 11] (Refer to Ex. 10). 

Thus the same tune sounds more significant. 

Ex. it 

J J J J. JJ I I J J J :; ; JJ II J 
R S S RGRMG R.S G R M G "R S 

@M J ®J !J J]tJ. JJ1@1J_-" 0 &fflfiiRJ_~~tlSiJI 
~ 'R Go 'R.. M Gr R 5 Ah An _______ _ 

Now, we shall try some more varieties of musical tunes utilizing more or 
less the same notes : 

[Ex. 12] Larilappa larilappa layirakhada larilappa larilappa layirakhada. 

:J=Ex.f2 

iij]J JJ J :J J J'; J IJ tJ '.;; JSljJJJit:J JJ yl 
la.-ri-lap-pa. la-ri-lap-pa la-vi-ra-kha --d.a la-ri -lap-pa la-ra-lap-pa la-yi-ra-kha--cia. 

No, this would be thought to be too frivolous and pedestrian. Let us try another: 

7 For more information,'see Appendix. 
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[Ex. 13] Dekh tere sansaraki halat kya ho gayi bhagawan kitana badai 
gaya insan. 

f ::...' ;......- ~ 
De-kha te-l'e san-- sa --ra-ki ha-lat k.ya ho ga-yi hha-9a-wan 

~JH 1 ·tl nl1 :;~:1 P 11 J 1 til ni-Erll 
ba--da.l ga----ya. in------SaP. ki--ta- ba--dal 9a---ya iTa----san. 

Yes, this is somewhat better; but not serious enough. So, on to the next : 

[Ex. 14] Jiya nahi mane ho chahe kachhu ho. 

Ji-----ya 

t=F-il.-=mn ~, J ; 4Y j: J1f1hJj)=ll ~ £""+ - ~ - -- - ~ - ...._... - ~ 
ma. -ne lto c:ha -he ka--chhu lto ------

You will agree that this is much better. Finally, observe how the same notes 
would take on a serious character when rendered thus : 

[Ex.l5] G GR (G)R (G)R SSS SR (G)R (G)R GG (R)G (R)G MM 
(G)M (P)G G R (G)R (G)R S S (G)R (G)R (R)G. 

§r:/=m N t?it'aGfga ~~· 
Ah Ah---------------------

$ dHir ~; 7® 'Ol;J ~78)'6® it' 
~ ~ ~ ~ 

~ ii1!J tJf® IIEl ~ ® , @) ® '@ [J @] II 
A~ Ah. A11. Ah -----

The reason why such divergent impressions are produced by the same 
notes lies, mainly, in the different time-values and treatment given to the notes. 
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As musical notes ( Swaras) are the only medium of expression in music, the 
treatment given to Swara primarily determines the kind and quality of music, as 
the nature of fibre determines the quality of cloth. Our musicians have devoted 
much of their attention to the treatment of vocal sounds, as singing played a 
dominant role in our music. 

A prolonged and sustained note, steadied occasionally by means of grace 
notes, is an important feature that makes for a serious musical style : 

lEx. 161 (R) G .. (R) G .. (R)G .. M .. M (G) M .. (G)M .. (P) G. 

Long drawn-out notes always produce a deeper and more sustained effect than 
short notes. To illustrate, let us hear a popular hit from film music : 

[Ex. 17 J Chowdavi ka chand ho ya aafatab ho, jo bhi ho tum khuda ki 
kasam, lajawab ho. 

Mark the effect of this line which utilises many a long note. Contrast it with 

another hit : 

f Ex. 181 Y e marda bade dil darda bhare dil sarda na dhoka khan a, mithi 

mithi batiyome bhulake na aana. 

!EJC.fS 

iJii'J b J 3 J I h J J J 1l1 J J J J l1 ~- l1. l J :1 I 
Ye mar-da ba-d.e dll dar-da bl.a-re clil sar-da-na dho-ka k.ha ~na., mi --thi mi -thi 

i ~-'9 I 3J; il J l1) J J: I;:;:.'IIJ. \10. Y :J:. :b 1"1 t:t I 
ba-t.: -yo ·me bhu-la-ke na sa--na. Ch4.u -dah -vi lea cha11· -da he---
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The latter uses short notes and is, therefore, not so effective as the former with 

long drawn-out notes; 

[Ex. 19] (Ex. 17 partly repeated). 

The same point can be stated in a different manner; namely, that a song sung in 
a slow tempo is more impressive than in quick tempo. The reason is the same. 
For, in slow tempo, the notes are perforce sustained while in quick tempo they 

are shorter in duration. To illustrate a slow version : 

[Ex. 20 l Kaise sukh so we nindariya shyam murata chita chadhiri kaise .. 

-J!"·~~w 
,J)!it:JitmFffi 2.n;i.Ji;: ~.a-;; ~~-n· 

l<<u ---- -se su -kha. so - - ---we nin-da. -ri -- 'Ia ---

hJ'tl§@J '#1@f!P#·®?j &J iJ iJWl.'-Jtt" 
sliyam mu.-ra--ta- clli---ta cha---ri-------------'je-

t ~J b M:Ont.! .YJ ., J v l¥Ji111 
kai----- ---se _, su.- -k.ha so------ -·we. 

whereas the same song sung in quick tempo would be : 

(Ex. 21] (Refer to Ex. 20). 

;f:£x.2.1 Q.c,ti~lc. 

~ t_J± n ~n' nth ':l J 51! !l iJ l£19.1\Qij_i@ 
Kai --se S11-kha so---we 11iltda.·ri --- ya. s~am mu. -ra-ta chi--ta cha.-ri ----
~ E~~C..2LS{ow 

SJt __ fi\t.t m tall tllfflinfW W t_.a1ll 
ye- ka~ -se su.-kha so--we. Kai-- --se su..kha so----we 

You will agree that the latter is not so impressive as the slow version; 

(Ex. 221 (Ex. 20 partly repeated). 

Not only ~he musical effect, but the lyrical character of a song is often marred 
by a hurned rendering. Now, let us take the case of another song sung in the 
normal way: 
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[Ex. 23] Mai tose nahi bolungi. 

· Mai to--se Yla-hi bo-lun--gi _______ _ 

@&j£"t J J tJ J J=# h]J '; J J1 ;::J J ~; I 
M.ai to--se -na-hi bo-ILtn-gi "''llaito•se-na-hi bo-lun-91..-

But the sentiment expressed here would not be appealing to the ear if the speed 
were increased thus : 

[Ex. 24] (Refer to Ex. 23) 

The peculiarity of improvisation in our music lies in another important 
feature, namely, in maintaining the continuity of the florid melodic contour. We 
call it Aas. When you travel frcm one note.to another, you should not, as far 

as :r:ossible, cut off your breath as in [Ex. 25] PM G R S, but all the notes 
should l:e linked up so as to give a continuous, chain-like effect : 

[Ex. 26] (Refer to Ex. 25). 

You will notice that the unbroken continuity of a melodic phrase sustains 
the grip on the ear. Thus, listen to this : 

[Ex. 27] PM' G R ( G )R G R S ~ R ~ (G) R G G G R G M' G M' P. 

Another important quality to be achieved is the firmly held intensity or 
volume of the voice. The technical term for it is Kasa. An intem:ely vibrant 
voice not only increases the audibility but makes a dee:r:er effect on the ear. 
Now, listen to this : 

[Ex. 28] P MP MPD M R P. 
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You will notice that there is no strength in the notes. But the same would give 
strength and become effective when rendered thus : 

[Ex. 29] (Refer to Ex. 28). 

Don't you feel that the breadth and weight of the notes are increased ? This 
quality in the rendering is quite essential for serious, classical Indian Music, 
which has to create a dee:r;er effect on the listener. 

On the other hand, light varieties of music call for a soft and tender 
quality of voice, though not a weak one of the crooner type. Listen first to a 
light song : 

[Ex. 30] Sajanwa hama pachhataye .... 

'P M'P MPD M R P Ah Ah_ 

~ ~ ~ { E".30 

tJJ ffil &1 t5 • .rmJ I@~\ 1 ~ J / i55 tJ tJ sai 
Ah ~ Sa -ja -na -wa. ha :-rna pa-chha-taye 

fSitJ.iij@#)N ?ftJJ t)t_Jt} . .,ey8't;t;;Efi;:ll 
Sa-Ja - Tla ---- _-:::' ____ ':""' __ ~- ___________ wa ha- ma pa-chha-'t!ye 

But mark that not . 
h es uttlized here would immediately assume a serious character 

w en sung more intensely like this : 
[Ex. 31] G 

ore gore mukh para .... 
Listen again : 

I" Ex. 32] G M: p N . 
. PNPN PNSNPM 

-£=_ t E-..31 

~1, J ~J tJ tJ ~ ~ ? ::;: ~ ' 
Go--re-. '"' 6 J • '@) · }j_) $1 J"l] ~~ ~ 

J-.- lr ~ go--re 

~pt !~ __ @ __ tiT® 0J iijji~·~WP j.J {!J&fD ~~I 
par - Ah ----------
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and contrast the effect of the same notes when rendered thus : 

I Ex. 33 I PM PM N PM M N P P S P N P. 

ijlE; 1J 13 !LG? J @ "'@] 7@ tJ ®.!] I 
Ah Ah Ah -----

Besides possessing the above virtues, the voice must be pointed, resilient, 
sonorous and elastic. Over and above all this, however, any musical rendering 
must produce Rasa, that is aesthetic appeal. 

[Read by Aida Lobo StLng by Sa1·ala Bhide] 



LECTURE II 

EMBELLISHMENTS (ALANKARAS) AND ALAPS 

In the previous lecture, we spoke about the fundamentals of music and 

the notes, Swaras, on which music is based. We also spoke of the requisite 

qualities of a good voice and its importance in singing. Now, let us turn to the 

subject of melodic figures or patterns and the formation of musical configurations. 

Take two or more notes in succession and we have a melodic figure. Let 
us try a few specimens of simple figures : 

[Ex. I] GS PGR M'DS. 

And now, some instances of more elaborate figures : 

[Ex.2] PM'GMG GPRGRS GM PN PN PM. 

G S p G R. M D s 'P M' G M G G p R G R S G M 'P ~ p !:! p M 

And so on, by permutation and combination, we can easily have scores of such 
figures. But let us not suppose that we can pick up any notes at random and 
hope to get a significant configuration, simply by combining them. To obtain a 

pattern worth the name, the notes should be artistically knit together and given a 
significant shape. This takes us at once to the art of AlankaTas, that is, the 
subject of ornaments or embellishme t . . 

n SIn mUSIC. 

Let us begin with the z 7 - - h 
most popular varieties of A an caTas, sue as 

Khatka\ Murki2 and other emb 11· h h · I 
e Is ments known by different tee mea names. They are formed by the c b. . 

. F om lllabon of three or four notes rendered in rapid successwn. or convenience l 
l E 3] s R G M Th . ' et us restrict ourselves to four Shuddha notes x. . us a Sim l h . - . 
t t d "th th· t PeP rase like this [Ex 4] R G M G can be easily rea e WI IS ype of Ala k- · 
~~ n ara and embellished thus : 

1 This ornament is known as T . 
u.rn In W t 

2 This corresponds to the figur 1 es ern Music. 
e {now0 

as changing notes. 
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rEx. 5] (Ex. 3 repeated). 

Again the following two phrases rEx. 6-1 GRR SRGMGGR can be similarly 
treated with Alankara like this: 

!Ex.71 (RefertoEx.6). 

So, a plain musical phrase [Ex. 81 Koyaliya can be profusely adorned thus : 

I Ex. 9] (Refer to Ex. 8). 

-J=E,...S Ex.4 E".5 Ex.G 

ilJ d J JIJHJII:;m; 1 m'Jb;J5JHJJ~ I 
S R G M RGMG A~ A.~ GR'R SR.GMG-GR 

E "'·~ E" .8 Ex.9 

fJ J 1
- fi1 U J J J I 1j J llta=tO, J :JJJiijnJI 

~ =-=------- - ~ ~ ::;..- ~ 
AI\_ All Ko - ya -li - ya Ah Ko-ya-ti-ya _ 

Note how the brisk and compact rendering of these embellishments make them 
attractive at the first hearing. As such, they abound in all varieties of light 
music; they are meant to be effective in creating gay, playful or amorous feelings. 

Let us have some examples : 

[Ex.lO]. (1) Nariga .... Nariga.... (2) Muze na bulav muze na bulav 
chhup chhup chhaliya re muze na bulav. (3) Kya karu sajani aaye na 

balama. 

iEx.iO ~ 

~ ..r: J no, nn n J Jii 'tJ) tii ""J'i'JitJ ' 
Na--ri ga Na- ri 9.3----------

fiJJ,:(-l m ~ Plif; :n-n J!l'tidli~ '~--a;;; 
Mu -je na bu-la---- ----- v, Mu.-je m bu.-la-- --- - -- - v, chhu-pa,hlm-pa 

Q 
na bu-la.v, kya l<a-ru. sa:ja-n\ _____ _ 

Meend, or the glide, is an Alankara of very vital importance from the 
point of view of Indian music. M eend is not merely an ornament like the one 
discussed before; it is rather an integral part of the musical construction, in as 
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much as, it is taken to be an artistic mode of linking the notes together. To 
illustrate : 

!Ex. Ill S G P S S P G S. 

Here you will mark, there is no tie in between the notes. They are unconnected. 
But if we join:them, so to say, by a thin fibre like this : 

[Ex. 12] (Refer to Ex. 11). 

the notes so linked up would produce a continuous melody : 

I Ex. 131 GS P(P)G S(S)P PG GS SSG G GP P PS. 

@E .. 'i J J t 'r J J 1 I~ iJg·@ ®i/@:1 
s G p 5 s 'P G s Ah Ah ------

¥~s i@ &) ~j ~ JJ.:} ji iiiFJiJtj I} #J) I 
~h Ah ---------

Thus Meend maintains the continuity or Aas, an important value in the 
accomplishment of a vocalist. But the real importance of Meend lies in its 
artistic effect. Listen : 

lEx. 14] MR DM. This is taken to be mere hopping from one note to 
another; whereas, I.Ex. 15) (Refer to Ex. 14) is gliding or portamento. Again: 

[Ex.16) SGSMGPMNPS. 

This has edges or angularties; but they can be rounded off by more graceful 
curves. Thus : 

H 

£;Vt 
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Another way to illustrate this is to show by contrast how a piece suffers m the 
absence of Meend. Let us first use Meend : 

I Ex. 181 Aali mai jagi. 

And now without it : 

I Ex. 191 (Refer to Ex. 18). 

How bald and unappealing! In addition to continuity and grace, Meend gives 

fullness to improvisation. In the process of gliding from one note to another, 
all the intermediate notes are touched, though very faintly and slightly : 

I Ex. 20 I M'D M'D M'DNS NDPM'G GM'GM' GRS SS NDPM'G. 

Because of its embellishing quality and linking capacity, Meend is very freely 
used both in serious and light varieties of music and is rightly regarded as an 
indispensable Ala.nkara of vital importance to Indian Music. 

Let us now discuss another important Alankara known as Gamak3• 

Vocalists produce it gutturally by forcefully oscillating between two notes, 
which are repeated in rapid but fluid alternation. Pictorially the repeated 

alternation may be imagined to be cyclic in shape, due to sudden return curves 
given at both ends, resulting in an audibly throbbing trill or a broad shake. 

But instead of describing it, let us analyse it first, and then actually hear it. 

!Ex. 21] SG SG. 

These are two Shuddha notes, which when rapidly alternated, give you a Gamak 
like this : 

[Ex. 221 SG SG SG. 

3 The description of Gamak, given in old texts, is wide enough to include almost all ornaments 
which notes can possibly contrive. But here the word is used in the special restricted sense 
in which Gamalc is now commonly understood. 
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Listen again : 

[Ex. 23] SG SG M'D M'D DS DS M'D M'D GM' GM'. 

In rendering Gamak, the vocal chords are made flexible and consequently 
there is a strain on the lungs. Gamak is thus the most weighty and the most 
difficult ornament to render. Its peculiarity is that it creates a serious 
atmosphere, and as such, it is a very suitable ornament for serious type of 
music. Further, Gamak is not only an independant ornament by itself, but is 
also, an important stylising component, giving rise to a special Gamak style 
of rendering notes. Thus, a simple figure [Ex. 24] M PDP when rendered 
with Gamak like this fEx. 25] (Refer to Ex. 24) immediately takes on a 
serious aspect. Similarly the following figures [Ex. 26] NNP MP MP NNPM 
PNNPMG can be given a serious turn when rendered like this : 

[Ex. 27] (Refer to Ex. 26). 

E .... 2.5" E,..26 

I J1 J Jj) l!ir 'r ' J J J 
, , 
~i ~~'r J J J 

H p J) p Ah ___ _ 
N p M p M p p M 'P 

f 'r ~r J J ~>J IE&~ 'RfitD 'J@Jl"'fl! 14!3Ji1 
~ ~ p t1 G Ab Ah Ah Ah-------

Let us now deal with Alanld.ras known as grace notes. 4 These ornaments 
are not as elaborate as those discussed earlier; but they are none the less 
important. Grace notes are produced by slightly touching upon or gliding from 
the neighbouring notes, either above or below, before taking the principal note, 
which is meant to be embellished. They are of the nature of suffixes or prefixes. 

Let us sing a specimen : 

jEx. 281 P (D)P (D)P. 

4 These grace notes generally correspond to Appoggiatara and Acciatura in Western Music. In 
Indian Music they are known by different names such as Kana (a bit) and Sparsha (a touch). 
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Dha is the grace note of the principal note Pa. Mark how the upper note Dha 
[Ex. 29] (D)P (D)P is touched slightly. Again, [Ex. 30_1 G (PR) G; here, 
these two notes [Ex. 311 PR are touched slightly. Another variety is : 
[Ex. 32] M M (M)R; that is, while descending the same note Ma is slightly 
rendered with an accent on it. Yet another type of grace note is : 

[Ex. 33_1 (M)G (M)G (M)G M. 
These grace notes adorn the main note to which they are appended and are, 
therefore, included in the essential group of Alankaras. 

As regards the florid type of Alankara known as Tana, probably there is 
no listener of Indian Music, who is not familiar with this flourishing means of 
embellishment. Our singing, specially our methodical singing, is so full of 
Tanas that it has popularly come to be equated with Tanbazi, which means, 
indulgence in or predominance of Tanas. Before investigating the reason of its 
easy popularity, let us acqaint ourselves with this Alankara. 

In simple terms, Tana is formed by rapid succession or rapid variation of 
notes. To take a simple example, the following notes [Ex. 34] SRGMP PMGRS 

will form a Tana when rendered rapidly like this : 
[Ex. 35] (Refer to Ex. 34). 

Here are a few more instances, some simple and some complicated : 
[Ex. 361 Tanas in Raga Mand; [Ex. 37] Tanas in Raga Gouri. 

Jr=.E.,... 34 E~t.85 f.~t.56 l'la.nd ~ 

ijH J J J J 'J J ; 1 j~~ H'Jn±i.BiJ© tm ms= Y 
"+ .. ":g. s 'R Gr M P P MG 'R s Ah ---------
9 RGM'P pMGRS 

E"'. S!7 GOVI"i 

sil&Ou g; JJJJhJJnW$.11fi' iJ ~ nJ~JtiiJjl Ah.._ ____________________ __ 

fiio~n1i1;g;;M!P!§Ji~ 
Ah .4" Ah Ah Ah ---
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Though the general pattern of Tana appears to be the same, yet after a 
closer study, you would find that there are varieties of them, each producing a 
different effect. To illustrate, let us choose a few notes, say, Sa, Ri, Ga, Pa, Dha 
and listen to a variety of Tanas formed out of them. For instance lEx. 38] 

S R G p D S is a simple Tana; whereas the same [Ex. 39·1 (Refer to Ex. 38) 
assumes fulness as it is rendered in Gamak style. Again, [Ex. 40] S GR PG DP 

SD Sis a zigzag design. Now hear how the Tana takes a spiral shape: 

[Ex. 41] SRGPG RGPDP GPDSD PDS. 

Finally this last complex variety : 

[Ex. 42] SR SR GP RGP RG RGPD GPDPPGR GGG PPP DD GG pp 

DD GPD GPDS. 

How long it takes to reach the upper Tonic ! 

M t.: Ah ------------------

rm• oo?li1GM:n W rot~~ 
Ah Ah----------------

Ah--------------------------------------------------
The attraction of Tanas lies mainly in the display of vocal technique and 

rhythmic dexterity. Tanas create a spectacular and flamboyant effect, which 
has a superficial or rather cheap sort of appeal especially to the lay listener. 
The musician, on the other hand, finds it easier to acquire proficiency in Tanas 
and easier still to impress the listeners by his pyrotechnics, than by other mo1·e 
important vital aspects of music. Consequently, our music often gets over­
burdened with Tanas. 

Tanas certainly have an important place in the scheme of musical form. 
If after a full-fledged development of the melody, Tanas are resorted to as 
" finishing strokes ", then they do provide a relief or contrast and do make the 
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indulgence m 

So also, the 
musical atmosphere lively and brilliant. But disproportionate 

Tanabazi makes for imbalance and is certainly to be discouraged. 

use of other embellishments and specially the use of those, which do not form 

an integral part of music, must be restricted. AlanbiT5.s are like figures of 

speech; in the case of both, one cannot afford to be indiscreet as their 

indiscriminate use is apt to lower the musical standard. 

Before closing, an explanation must be given of what AUip means-a term 

of great importance in the language of music. Alap is not an Alankara, nor 

even a pattern, but it comprises all sorts of patterns and Alankaras except Tanas. 
Alap is rather a development phase in the formal design of a musical recital. 

Just listen to some Alaps, which will exhibit a variety of patterns and a variety 

of Alankaras : 

lEx. 431 (Alaps in Raga Kedar). 

Ui17iJ g; i®iiJii!J*M 'e1Jm!t1~Jiff;:, 
An Ah Ah ~ 

@ J§ ;J f) ;SUm $J ,J l,tJ 1 n J j a~J a J ~R:JII 
Ah Ah Ah ___________________________ _ 

In these Alaps, there are many Alankaras and various patterns, but they have 

not been taken at random. The function of Alap is to develop and expand the 
musical theme, provided by the Raga system. The Alaps and the Tanas, which 

together comprise the formal language of Indian Music, have, therefore, to 

conform to the rules of the Raga. 

[Read by Aida Lobo Sung by Saralci Bhide] 



LECTURE III 

THE RAGA SYSTEM 

The Raga system is the most unique and characteristic feature of Indian 
Music. Nay, it is the very back-bone of our musical structure. Unlike other 
modal systems, Raga signifies something more than mere mode. It is rather a 
melody-mould which retains its melodic identity, whoever the musician who 
might expound it and whatever the development or treatment that might be 
given to it. No form of Indian Music, whether classical or light, can exist 
without it. 

In simple words, Raga is a melodic law or order, aesthetically conceived 
and conventionally established. The actual Raga formation, however, is a 
disciplined process governed by its own rules and restrictions. The first rule 
is that, in the simpler cases, at least five notes out of the seven must be 
employed in a Raga. Then at least two notes out of the modal scale chosen, 
should belong to the first or the second half of the octave or tetrachord. 1 

But the most vital requisite in the Raga. formation is that a Raga must have 
artistic potentialities. That is why, though thousands of Ragas are theoretically 
possible, only about a hundred and fifty have survived, and fewer still in actual 
practice. 

Without discussing the rules any further, let us examine a few concrete 
examples, which may give us a general idea of the Raga system. 

In Raga Bhoop, for instance, only five Shuddha notes are used both in 
ascent and in descent : 

[Ex. 1] S R G P D. 

The restriction i~ Raga ~eveloprnent is that, once a Raga is selected, the themes 
of the song, the Improvisation or more appropriately, the Alaps, the Tanas, etc., 
, ....... ~ 

1 Additional rules are: (1) Chromatic v . . cession· 
(2) even in Pentatonic scales both arlants of a note are not usuall:y sung In sue time: 
and (3) in organising the 1 the fourth and the fifth may not be omitted at the ~arne 11 ' 
maintained. sea e notes, relationship of either fourths or fifths lS usua Y 
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must all be restricted to the constituent notes assigned to that Raga. Here is a 
tune in Raga Bhoop, built on only five notes : 

[Ex. 2] Jabase tumisana lagali. 

Now, we will sing the Alaps, first with Indian solfa notes and then without 
them in the abstract : 

[Ex. 3] GRS R DS GR PG GPDPGR GRS. 

~ Ex. f E.x.2. 

ij> J J J J :J I J tJ (J J tot J # l_tJ ~ ~ I 
s R G 'P :D Ja--ba.-se_ tlL--mi-sa.-71a ta-------ga--1&. 

~Ex.a 1 

tii!Y tJ 11 SJ f± tJ Tt# @J ~t)J '@f! 21'J Jt4tJ jl ....... ........... ....._$ ........... -
G R S R D S G R 'P GGPDPG'RG"RS 

tifi:J ~J -f!] wt& "'.rfJ 1D ·ma , .tffitg ts JiJJ= 1 ~ .......... ~....ll ... ~ ... ., U.:.-+ ... _ '-• . :....,/"'- -.,...,. -- ... ~ 
Ah .._ ........ "- - Ah -- Ah. Ah ---------

And now, the Alaps, with the help of words : 

[Ex. 4] (Refer to Ex. 2); 

and lastly the Tanas: 

[Ex. 5] GPPDPPGRSS SRGPDS SSDPGPPDPP GPGPGRS. 

I E,..A. o::l 

i~ iflJ J t#~J 'it? J J fJ tJ J; ~J.Jh ;: I 
- - ......._ '- ""'-=-- ~ '-~-

Ja-----ba------se_ tu--mi.--sa--'lla \a-------.9a--1i-

nr~ D§)h~JJpJJ;zmJ}Sff}ll 
Ah .._ Ah ---------------

In all these phases of development, you must have marked that certain 
prohibited notes, that is, non-constituent notes foreign to that Raga are not 

used at all. Thus, it would be wrong to use the prohibited note Ni : 

[Ex. 6] PG DP N. 

No; and the use of the Shuddha variant of Ni would be equally wrong: 
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[Ex. 7] PG DP N. 

Nor can you have the flat variant of Ga: 

[Ex. 8] D P G. 

No; the only proper note that is permissible is the Shuddha variant of Ga: 

[Ex. 9] D P G. 

J 
G D 'P N P G D 'P N D 'P :. 

Furthermore, a constituent note, even though permissible, may not be 
used in a prohibited direction. In Raga Bhimpalas, for example, though the 
Shuddha notes Ri and Dha are permissible, they may be used only in descent 
and not in ascent. So, while rendering that Raga, you may use both Ri and 
Dha and descend this way: 

[Ex.10] SNDPMGRS; 

but you may not ascend as in : 

[Ex. 11] S R G. 

No; you have to drop Ri and proceed thus: 

[Ex. 12] S G M. 

Again you may not ascend to flat Ni through Dha; but rather drop the latter 
and proceed thus: 

[Ex. 13] PNN S 

S N D l'MG-'RS. S R Gr - - - S G M -p ~ ~ s 

~~And so on, with these restrictions, the Alaps etc. in this Raga would be as follows: 

[Ex. 14] (M)G (M)G SMG PM PM P(S)N PDP D PM GMP NN PN 

SN PDP (D)M (D)P NDP DMPMG SMG PM PMG MG SRS.~~ 
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,,., a:tt,·4 r tt~sn 11m JJ JJW =mTht wt§~~'' ~~-e-) ~ .-/ ~ ~ i:f+~f Ah ~ Ah ______________ __ 

@~Ni§B (J td?Ei 'P f HHHr@£J '' 
Ah Ah ____________________ __ 

f~ 15 J 2 •1 J J 0) D 'jfi3 V 0 a ij) IDJ I 
~ ~ ~--* 

You may like to know the reason why such rules and restrictions are to 
be followed. You have to realize that every Raga has its recognisable contours, 
and hence an independent aesthetic existence of its own. In other words, 
every Raga has a mood or colour of its own, which gives it an individualistic 
character. Deviations from the rules or restrictions, therefore, may either mar 
its aesthetic effect, or blur and destroy its identity. Let us first elucidate the 
significance of colour in the Raga system. To that end, let us develop only 
three notes and observe the effect : 

[Ex. 15] S R G G R S. 

Now, notice the difference after changing the Shuddha Ri to flat Ri : 

[Ex.16] SRG GRS. 

Again, observe the change in melodic effect of the following four-note figure, 
sung first with Shuddha Dha and then with flat Dha : 

[Ex. 17] G P (P) D P G P (P) D P. 

#'14.·15 Ex.16 E :~t.1?' 

@ ;:]_) '~J_J ·l~] 'J ~J II ill) V±8 ~ I 
Ah Ah Ah An__ Ah A\,----

Is not the resultant colour of the first figure audibly different from the second ? 

In the case of Ragas employing many more notes, the difference in colour is 
even more marked. To illustrate that, let us sing the outlines of certain Ragas 

one after another, so that, you may sense for yourself the difference in the 

resultant feeling. 
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:1~ [Ex. 18] Alaps of Raga Yaman. 

[Ex. 19] Alaps of Raga Bageshri.~~ 

[Ex. 20] Alaps of Raga Basant. 

M "'ifiiJ f§J ··;tV~ iSiJ. 00 'J$#li?f?t; II 8¥-o-J ~ - ~ ~ 
An Ah Ah Ah Ah __ _ 

tillfiiix-1 'f[llt; a£EJ "JV"l!-@3'';1@;~ .. 
Ah Ah Ah 1\h 

Y±@:J 'ffltirlffirr '@J ~ 'Ji~JJ IDaW ~~n-- Ah Ah Ah An ------

[Ex. 21] Alaps of Raga Sarang. 

[Ex. 22 J A laps of Raga Bhairavi. 

These illustrations, we hope, are sufficient to convince you that the mood 
or colour of one Raga audibly differs from that of another. 

Next, let us examine how a deviation from the known contour of a Raga 
Todi may create an unwanted effect. These are the Alaps of Raga Todi. 

[Ex. 23] Alaps of Raga Todi. 

Now, mark how the introduction of foreign notes may jar on the ears : 

[Ex. 24J (AZaps of Todi ending with Shuddha Ga). 
Ohno! 

• The portion within asterisks is not transferred on the L. P. record. 
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No; such a deviation may sometimes result in changing the identity of a Raga. 
A little while ago, we discussed how the flat Ni is to be used in Raga Bhimpalas. 

[Ex. 26] M P N D P M P N N S. 
But, instead of the flat Ni, if we were to use the natural variant of Ni retaining 
all the other notes, thus : 

. 
[Ex. 27] M P N N D P M P N N S. 

t " E •• ~6 :ZWmA<Ia• 
J J 

, 
J ;J fl, J J i 

M 'P ~ D 'P M 'P ~ N S 

Well, this would land us in a totally different Raga called Patdeep. You know 
that more than a hundred and fifty Ragas are formed out of a set of seven notes 
chosen roughly, so to say, out of twelve chromatic notes. It is not surprising, 
therefore, that their boundaries should not only be close to one another, but 
also that there should be some common regions between them. Inspite of such 
overlapping, interlocking or similarity of note-patterns, each Raga maintains its 
distinctive individuality both in features and in character, clear enough to 

distinguish the personality of one from another. 

Though each Raga has special characteristics of its own, it is often not so 
easy to identify exactly each one of them. Especially with Ragas which are 
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rare and not quite distinct from the others, the matter is somewhat difficult. 
As we have different shades of a main colour, so in Ragas, we have different 
species of a main parent Raga. For example, we have Bihagada as a variety of 
Bihag, and Gujari Todi as that of Todi. Similarly, like mixed colours, we have 
mixed Ragas; such as Bhairav-Bahar from the Ragas Bhairav and Bahar, or 
Kafi-Kanada from Kafi and Kanada. Leaving aside these unusual varieties, it 
does take some time to familiarise the lay listener even with the most popular 
Ragas, which are about thirty in number. 

The main difficulty in the way of the uninitiated listener is that, like 
many a student of music, he is unable to identify a particular note variant 
which is essential in distinguishing one scale from another. Even so, a lay 
listener can be made familiar with some popular Ragas, by getting him to 
memorise certain distinctive features of them. Certain Ragas, for instance, can 
easily be recognised by their Vadi-Samvadi, that is, the predominant notes. 
When you listen to Raga J aijaiwanti, you will feel the predominant stress on the 
note Ri: 

[Ex. 28] ~iYR RS ~S ~~R GMPMGR GRS J?~R RRS. 

Similarly, the note Dha is predominant in Raga Hamir: 

lEx. 29] P GM(N)D D DNS NDP M•P GMD D DP GMD. 

The peculiar combination of notes instantly reveals the identity of 
certain Ragas, as does the employment of both natural and sharp variants of 
Ma in Raga Bihag : 

lEx. 30] PM' GMG GMDP M'GMG GMPN DP M'GMG. 

Similarly, the use of both the variants of Ni is a clue in Raga Miya Malhar : 
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The commonest method of recognising a Raga is to remember the peculiar 
Pakad of that Raga. Pakad literally means a catch. The word is very apt as it 
helps the singer to hold his grip on the Raga by resorting to it repeatedly. The 
repetition also enables the listener to fix the identity of the Raga. For instance, 
the Pakad of Raga Kafi is : 

lEx. 32] P GR. 

Mark, how the Raga cannot do without Pa, Ga, Ri : 

[Ex. 33] P G R M P D N D P M P G R R G M G M P P GR. 

£ b E.x.S2 Ka~· ~ E,o..83 ;t ,1 , ,1 

~' J ,; 5 It& J ,; J tD •J J J ~ J f) J ;»;: ) tn J J s~ ~ I 
p ~ 'R ~'PG.'R M'PDN Df'M"PG'R RGMGMP 'I' Go R. - - - - -- -

Similarly, the notes Ma, Ga, Ri would reveal the Raga Bhai1·av : 

[Ex. 34] MGRRS SGMP GM GMPMGR RS GMDP MP GM GM 

PMGR RS. 

=~~Again the figure Ma, Ga, Sa would give indication of Raga Malkounsa : 

[Ex. 35] MGS SMGMGS GMDM GMGS. ~~ 

The notes Ni, Pa, Ma, Ga would disclose that Raga Tilang is in view : 

[Ex. 36] NPMG GMPN PN PMG. 

.. The portion within asterisks is not transferred on the L. P. record. 
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I 
7 

·' • 
G- ,.., 

I J 
1 

• , -l ;' J J J J ., J ;J 

G M PM (i. ! ~ S M § S S M § M 9' S f' M ~ M t. e: Ex. 96 r/.t.ANl; 

~t>%~ J J ; J I ft..,..} J ;;;! J ; , n. ; 
GMGS ~PM G- ~M P ~ P.J'iPHG - -

So on and so forth, the identification catch-notes or motif-figures of many Ragas 
can be given. 

Of course, the Raga study presupposes keen approach and attentive 
cooperation from the student or the listener. He is expected to pay constant 
attention to the ' audible images ' and, by memorising them as motif-figures, 

he should compare them with identification catch-notes of other Ragas. 

As regards the recognition of complicated or mixed Ragas, it is difficult 
to suggest a short-cut method. Constant association alone would help the 
listener out. However, we insist that the appreciation of a Raga need not 
depend on the recognition of its name. If you realise that the underlying idea 

of the Raga system is to depict a particular mood in all its phases of melodic 
development and artistic IJH!St!ntation, well, your pleasure need not be marred 
because of your ignorance of th · - d A fl e name of the particular Raga-moo . ower 
is none the less beautiful · 

' nor a scent any the less fragrant, though 1ts name 
may be unknown. 

[Read by Aida Lobo 
Sung by Saralii Bhide ] 
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THE TALA SYSTEM 

So far, we have said nothing about Tala and Laya, that is, time and 

tempo. The pace of music is regulated by the time unit of .MatTa, and the 
duration of the latter depends upon its speed known as Laya. In Indian 
Music, Tala means rhythm or time-cycle and corresponds to time-signature 

in Western Music. Besides the Raga-system, our musicians have developed an 

elaborate and intricate system of Tala, which is unique among all other time­
systems of the world. The Tala comes into play mainly as an accompaniment 

to music, both vocal and instrumental. Its secondary role is that of solo­

playing on the Tabla and other percussion instruments, but in the present 

lecture we shall not deal with that specialised practice. 

First of all, we have to understand the meaning of certain technical 

terms such as Laya, Tala, .Mat·ra and Sama. Instead of attempting to define, 
we better illustrate them by the use of the metronome. Here you have it .... 
This constant interval of time taken by the pendulum to oscillate from one end 
to the other is its Laya. The duration of each successive beat is the Matra, that 

is the time-unit. Now mark, after a certain fixed number of oscillations, say 

four, the metronome strikes a bell : 

1, 2, 3, 4, .... 

So, here we have a time-cycle or Tala of four Matras; and the first beat of 
the Tala, here indicated by the bell, is the Sama or the stressed down beat of 

that Tala. With different number of Matras, say six, eight, ten etc., we have 

different Talas.1 

Now, by moving the bob of the pendulum, the rhythmic beats can be 
made fast or slow, that is changed to the different tempos : slow, medium or fast. 
It should be noted that Laya may change while the Tala remains unchanged; or 
the Tala may change while the Laya remains constant. So while the Tala is 

1 For detailed description of 1'alas and other information, see Appendix. 
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determined by the number of Matras in the time-cycle, the Laya varies with the 
duration of Matras. 

Thus far it is simple enough. But it is not so easy to follow the Tala 

instruments accompanying a musical performance in actual practice. The 
Tala-system has its own mnemonics, a separate language of qualitative and 
quantitative beats comprising the Time-cycle. However, the lay listener can be 

made acquainted with the general structure of the Tala system and the course 

of each type of rhythmic cycle. 

To begin with, in the following illustrations, we shall choose the simplest 
type of Tala, that is, one of four Matras : 1, 2, 3, 4. To speak in the mnemonic 
language of the Tabla, the syncopated rhythm of four beats would be 
expressed as : 

[Ex. 1] Dha gina tina ka dhin; 

1 2 3 4 

and to sing a simple musical line with it : 

[Ex. 2] Dekha tere sansar ki halata kya ho gayi bhagwan kitana badal 
gaya insan. 1, 2, 3, 4 .... 

De-kha te-re san- sa-ra-ki ha,(a-ta Jtya. ho c;}a-yi bha-ga-wan 

, i J ~ 8 D I j II i@ a ll J J~JJ1f[ll j 1 I 
ba -da.~ ga -ya i1l- -·san ..- • '-' b d l · "''-t- na a- a 9a-ya rn --sa"TJ __ 

-k.i -ta. -na._ 

This is easy to follow. The Tabla player however does not always reproduce the 
original Bols of the Tala. The p : . ' l'k th · · · ercussiOnist too, 1 e e musician, Improves 
and adorns ~he simple b_eats of the Tala by means of syncopated improvisation. 
So, along w1th the Tabla variations th · 1 · , e mus1c a so Improves : 
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[Ex. 3] Suna sakheri shy am na aaye beet gaye sari rain. 

r··s ~ ~ ~ ~ ; >tc,Jfl\= J J J t:: .r \ t P {] J J !11 ; J5 J n \ n JJ \ J JS J J t 
· Sun~ sa-khe -ri- shyam na a-ye bit ga-yi sa-ri rain mori-aU. bit ga.-yi ah 

j~>9; M JJ n !5J J! J i liJ IJ J \5J tJ n I~ n n !% Jjj n€ I 
bit ga-yi mori-aH bit ga-yi ah bit ga-~i ah. b'•t ga·yi sari rain motiali bitga•yi 64ri r.-in 

You can, perhaps, follow the rhythmic cycle though not its actual Bois and its 
variegated improvisation. Similarly, it would be easy enough in the case of 
Dadra, a Tala of six Matras : 

[Ex. 41 Dha dhi na dha tina 

1 2 3 4 5 6 

He govind he gopal abake jeewan hare. 

~th J J J JI'-P 'A Jl~di l'IW\trJJiiP• Jll 
12.3 4.!i ..._ '-

Dhadhi-na Dha1'111A He- Go-vin--da he Gro·l'a-la ite-Govin·da heGo-pa-la 

f ii J ~ V J J I tg m:±Pt!I@/JleJI~.wJftDl~ll 
a -ba-'ke _ jee-wan ha ----- --re ~e _ Go-vin -da he CZc-p41-

In general, we may say that when the span of the Tala is short and the 
Laya is fast, the listener will not find any difficulty at least in following the 
rhythm of the Tala though not its language. Also it is easy for the performer 
to make use of such Talas. That is why short-spanned T5.las are very popular 
in the sense that most varieties of light music and all folk music utilise them. 

With TaZas of ten or more Matras, and specially those rendered in slow 
rhythm, the Tabla playing becomes more and more unintelligible. Take for 
example the Teen-Tala or Tritala, the one that is most commonly used in our 

serious music. This Tala is of sixteen Matras; but when rendered in fast tempo, 
it is convenient to imagine it as though it were of eight Matras. Just listen: 
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lEx. 5 j Dhii dhin dhin dhii dha dhin dhin dha dha tin tin ta Et dhin dhin dha. 
1 2 3 4 5 G 7 8 

gr.s .. • "' + 

J 1 J lj J J J lj J 3 J :II~ t;,! I: j J J ; 1 1 
Dha clhin dhin dha Dha c:lhin clhi"" dha Dha tin. tin. ta TZl dh·., dhin dh~ "Dha 

The Tabla player, as you know, would never restrict himself merely to the 
Bols of the Tala; ~e would go on improvising. Just listen : 

[Ex. 6-1 Mori payal biije biije re zanan zanan ka re zanakiir. 

:-e.; Mo·,., payala Ba ---- -- -je- ba. -- --je re __ _ 
i lj •' 
mo--. ri pa-ya -Ia 

{:lt1- Jd) LJ ; I l~ij) 
ba -------je- ba----je re __ _ jha -tta - na 

J 
jha-

,, i J I 

J 1 J 
na - na ka ---- --re _ jha -na ----ka ----ra ITIO--- rJ pa --ya --Ia 

s)t~J. ttl .l-=:7 J J 
ba - - - - - - --je _ ba -- - --je re __ _ 

mo -- ri pa. -- ya --Ia 

$1 J '?' J J I l iJ ! J I 1 
ba -- --je mo -- ri pa --ya -Ia ba--- -je mo -- ri pa --ya - Ia ba --je 

We do not know how much of this you have followed. But let us go ahead. 
Now, let us have a Tala of ten Matras: 

I Ex. 71 Dhi na dhi dhi na ti na dhi dhi na 
1 2 3 4 5 6 7 8 9 10 

Teerath ko saba kare deva pooja kare; 

and lastly the Tritala of sixteen Matras once again, but played, however, in a 
very slow rhythm : 
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lEx. 81 (Refer to Ex. 5) 

Ae jiya tarapata hai ri sajani. 

~e ~ :Dhi na Dhi dh i 11a Ti TJa "Dhi dhi na Ti - ra - 'th& ko _ sa-ba k.a- re _ 

-&If r if rQ 1 i1Qi1;;li@ 'h t'fki@§ljjd ~ r: - t ..._.,.. iJW~ --~ ... 
li · ra- .tha ko _ sa-ba ka·re De --va pu-- -ja ka-·re 

!:If r if n 1i#[Jil J_J U r I( r} 1il??i1J§llf r Ti-r.!l.-thako_ sa-ba ka-re_ Ti-ra-'thako_ sa-ba ka·re_ T1 

fi;il! t P r 1 t r v r I i r v r 1 f .r ri'J 1 
DBA dhin dhindhi11 d~ Dha dhin dhincihin dha ])ha tin til'tin ta 'Dha c:lhin dhincll.ir~dha 

'-..-./ ....__, '-' ...___, 

t~tj 1 ;,pl]@S/}J'5 I~J'J. r r 1£ • 531 
~ . ~ - ~ -- '- ........._____. 

Ah ri ~j~ni ----------------------

~ 1 5 9 13 

~~J~ J,jj ,,, jl @5 jj' J}Jij~i_i!Ji§;Qjjlj +; 
- •• - -.-- - I. h b~ - . • ~ t _ jl··ye _ ka•---se_ ... a- uye a-- --ta ye J•ya ,ara-pa·-· a 

It is normally difficult to follow this time-cycle. The long-spanned Talas are 
used in serious music and such music is performed only by able artists. Both 
the musical and Tala aspect go out of the reach of the ordinary listener; and, 
therefore, this discussion has to be postponed till the listener reaches an 
advanced stage. 

The chief role the T5.la plays in our music still remains to be explained. 
As a song is set to certain tunes, it is also set to a certain Tala. But that is not 
all. The peculiarity of our music is that a chosen syllable in the burden of the 
song has to culminate on the Sama, which is, as said before, the first stressed 
down beat of a Tala. To illustrate, let us return to a Tala of four Matras and 
a song set to it : Mural5. nadan ga1·i denge ho. The syllables Na, Da and Ho are to 
be on the Sama beats. But the main Sama is on the syllable Ho, which occurs in 
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the phrase Gari denge ho. Observe how the Sama, which for your convenience 
is marked here by a ' ting ', is reached oft and often. Listen : 

[Ex. 9] Murala nadan gari denge ho2• 

+ + + 

J t J. ;JSJ; 
MllT-Ia_ na-----------dan gaTi den-ge ho--- 1ta -da1t 

$'1i!Em J J'i!l&hn :J ij;li!t-tnJ 111P f'1J ~~ 1 
~o 11a--- da,_gari den-ge ho na----dan 9ari den-ge 

l#l. VJ?JI; \}J ~~Jijli~Vii3 ti{]jl 
ho na- -------dan na-dan gart den-ge ho na----

na- --------dzs11 
i1IJIJ qlliifi~j; I 
9ari den-ge ho ------

Since this four-beat Tala is short-spanned, you must have found it easy 
to follow it. Let us now try a Tritala of sixteen Matras in fast temp0. It is 
better that you count the Matras as if they were eight; and while so doing, 
divide them into two halves, showing a blank on the fifth beat and a stress, as 
usual, on the first : 3 

[Ex. 10] (Refer to Ex. 5). 

~ t 
tm tin 

r :1 f r I r ;I 
ta Ta dhi'11 dhin dha dhin dh.in dha Dha dhi,; dhin dha Dna 

r 
4 5 

r 
6 

r r =llr 
'7 

2 The sign+ indicates the Sama Th . . _ . 
3 For the usual method of · . e song 1s 1~ Raga Ptlu. 

counhng and showmg blank etc. see Appendix. 
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OR 
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OR 
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Now, let us sing a song called 'Sakhi aeri ali pi.ya bina'. Here, the Sama is on 
the syllable' Pi'; while the blank is on the syllable' Ae '. Just check it yourself. 

1 Ex. I I I Sakhi aeri ali piya bina4 • 

s 

Ae--- ---ri ___ _ - ....__ P' --ya __ 

J J J 
bi----- na 

s 

Jj j J 

Sa- khi 
4 

J J ':II 
bi -----na Sa-khi 

Observe how the song is improvised with AUips etc. and the Sama is caught 
exactly on the syllable 'Pi'. 

lEx. 12_1 (Refer to Ex. 11). 

Now, even without the 'ting ', you may be able to find out the Sama. Try again: 

I.Ex. 13] (Refer to Ex. H). 

4 The Song is In Raga Yama11. 
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. - . .......... ae -----r• a ------1·• p•--~a- bi ---na ___ _ 

'o ~~ =I=J J~J ~?J 
Ah -------------

ljjiJ. I;; J J 
Ah _______ _ Ah------ Sa --khi 

' [!9 J. t; n ; ;;: I!J J J J J I 

ae -----r-i a""':-::""----fi pi ------ya bi -------na Sa--khi 

' m) a a J .i1 J J: • ; J~ J ;g J ; 
.. -- t· · b. ae-----r• a------1 p•--ya_ r-----------l1a 

I i a,J22J±e I i {J1 J JJ In J=-- :s;;J 
Ah Ah ___________ __ 

Ah Sa ---khi 

ae -- ----ri t· Ah -- a------• ---------

ae.----ri_ - •· · ......._ b' s k'-' a·-----11 p•--ya_ 1------na a.-n• 

I e ~ ~ EK-13 r:,.u,~ 

£! ; tJ -G J J1 J ; I ] J J I td ::.t."¥.:.cot.., 
ae--- --ri - t· b.-a ------ a pi --ya an _ 
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After some practice, you may develop a time sense or get into the spirit 

of the Tala and thus may detect the Sama even without counting the beats. 

Particularly, the burden of the song is so set to the Tala that it gives you the 
Sama pointer. The Tabla player also makes a special stress on it. Let us have 

some exercises : 

I Ex. 14.1 Suraja rahi ho. 5 

Sl.l-ra --ja ---- ra-hi ----- ho Su.-ra-

ld· Jl;; J:zJ nilnJJ ~ 
ja----­

• I @J 
ra --hi ----- ho------------- Su.--ra-

ja-----­

• 
l"a --hi --------- ho Su--ra--

I tJ · 
ja _____ ra--hi ------ ho ------------ Su.--ra. --

1 tJ J I~ 1 r>?&Lf=.1nJ J ltl!! ~·;:t~ 
ja ra--hi____ ho Sll-ra.--ja 

Don't you detect that the emphasis is on the syllable 'ja' ? Listen again : 

I Ex. 151 (Refer to Ex. 14). 

Another instance : 

rEx. 16.1 Lagan mori na jani rama ramavanti rasawanti6• 
~- + 

5 RCiga Hamir. Refer to Ex. 29 in Lecture III. 

6 RCiga Madhuwanti. 
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J J J na ___ _ Ah__ ja --- --nl ra ----ma Ta --ma-

r 'r lbJ IJ J I j J ~J J 
wa'll- ------·------ti ra ---sa ---waTt-- --ti La - - --9a - -na mo- -TI 

.:hrr.-----= IF 
na. ja- ----ni La - -- -9a. - - na mo - -ri 

J I J i J J na ______________________ _ 
ja - ---- ni La.-- --.9a -- na mo --r• 

J '!J'. na ______________ __ 
ja------n;---

Yes, the Sama is on the syllable 'Na '. Now listen to this example of 
ten Matras : 

[Ex. 17 J Binati suno merF. 
+ 

7 Reign Bcigeshri. Refer to Ex. 19 in Lecture III. 
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r r t 
11a dhi na 

-=-
-. - - tta - - - - - - -----ti 

~ B i- - -- - - - - - ---na - - - --- --ti 

@11>1 ifJ J J I j,j iEJ J 
Bi -----------na-- -------"ti 

'i 
Ti 

t 
na 

8 
]hi 

I 
dhi 

r 
10 

na 

s~-no me---ri 

su- no me-- --l'i 

ttJ 
Ah ____ _ Ah_ 

@P"I mJ I~'· Ah ____________________________________________________________________ _ 

ij/ I t4Jjg L~J ~ 
SLl··nO-- me---------ri 

§tJ 
B~----na ----ti 

@~ b I 1 J , J ot J 

Ah-------

An --

@ll 1 dJ J iJ J 

37 

1 

Here the Sama beats fall on various syllables. But the main Sama: you must 

have observed, is on the syllable ' Bi ' in the opening phrase of the song. 

The convergence of vocal or instrumental phrases on the Sama of the 

Tala, which has a salutary effect of relieving momentarily the tension of the 

musical development, is a 'must' in our musical performance. Failure to 
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arrive on the Sama successfully reflects badly on the ability of the performer. 
But its artistic achievement secures great applause from the audience. Indeed, 

the audience is expected to respond properly at such a juncture. 

[Read by Aida Lobo Sung by Bcibul"cio Joshi] 



LECTURE V 

KHAYAL: BADA AND CHHOTA 

In this lecture and the subsequent ones, it is pro1:osed to acquaint the 

listener with some important forms of Indian Music, by taking him through the 

actual performances of these types. 

We shall first deal with the Khayal, the most dignified and the most 

spacious form of Indian Classical Music. In fact, Khayal is the noblest tyt:e of 
living Indian Music of the present day. 1 It is with the recital of a Khayal that 

any noted artist will begin his performance; for, it is here that he can test his 

abilities and exhibit his skill in the fullest measure. 

There are two types of Khayal: the big (Bada Khayal) and the small 

( Chhot5. Khayal). Considering the numerous varieties of melodic figures and 

embellishments used and the different modes of presentation adopted in it. 

Khay5.l may be said to be the fountain source of all classical forms of music. 
It is necessarily composed in long-spanned Talas or time-cycles. The spaciousneEs 
of design and the slow tempo help in maintaining the seriousness and dignity of 

the form; and the appeal of Khayallies mainly in these features. 

The song ( Cheeza) in which the Khayal is composed, has two sections. 
The first section, which is called the Sthayee, includes the Mukhada 2 or the 

burden of the song. The M ukhada is the best part of the song and carries the 

typical portion of the tune. The Mukhada contains the stressed syllable which 

has to coincide with Sama of the Tala to which the song is set and as such the 
Mukhada is repeated frequently. 

The Antara or the second section of the song, usually exhibits the notes 

leading to the upper tonic and also a few notes of the upper octave. The Antara 

~~-

1 The Dhruvapad form of music, which is older than the Khayiil, dominated Indian singing till 
about the end of the last century. But due to the terseness of its composition and the rigid 
restrictions on its improvisation, it began to lose ground slowly; and is, nowadays, very 
rarely heard. 

2 Face, head, chief feature. 
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is generally sung after a sufficient warming up of the voice, so as to sustain the 

high-pitched notes. 

The Khayal Gayaki (mode of singing) is essentially abstract music as its 

main purpose is the exposition and development of the notes and the theme of 

the Raga. The words of the song do not have much importance as in the 

lighter forms of music. The textual words of Khayals are just convenient 

phonemes and a means to promote the Swa·ra development which pervades 
the whole performance. 

The composition ( Bandish) of the song usually brings out the salient 
features of the Raga chosen for it. The artist generally adheres to the 

precomposed tunes of the song. But in all other matters of developme>nt, such 
as improvisation, exposition and presentation of the piece, he enjoyes complete 
freedom. The only restriction on him is that he has to be within the Raga­

rules. Here, too, the performer gives his own interpretation of the Raga and 

this gives rise to different styles of singing, that is, different Ghar5.n5.s as they 
are commonly called. 

In view of the great importance of Khayal, we propose to take the listener 
through a specimen3 exhibiton of it given by the young artist Pandit J asraj 

along with a running commentary which will help make the performance more 
intelligible and enjoyable. Here is Pandit Jasraj 

Bada Khayal 

Sthayee 

( 1) Kaise sukha sowe nindariya 

Shyama murata chita chadhi · 
' 

An tara 

( 2 ) Socha socha sadaranga okalaye 
Ya bidha gatha . pan. 

3 Though the time taken here is ab . · · · 
Khayal which, in the case of abl out. ten mmutes, yet it is not a full length exlubitton of the 

e artists, easily extends to half an hour or more. 
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~eh.ag -E/d<J.La. ( rery stow) .BADA I(HAYAL 

12. Stlr4Ye~f,t7j f • f i i+_ ~ 
~ ~lj - t:r-,pJ'J J IP.j;;_ - ;_kilJ l :r; .. J.Jl J)~J.Jl\._.7 -..... ,..T--.!/ - -- ..... ~ d . ~ 

Kai·6e su~kha. so--------we_ tun------------- a-r•·ya shya---ma 
It' ::> ,... ~ :~ Antar~E'~ 

' j ;.;ri. if.1 ; J ~~ 1. @jJlJi!tR·J n rn :\~ t t; ~ 
-=::_mu--------------ra-tCL chi--ta. c.ha---~ ~c.ha_ so--

~ ~ ~ 

I C_ r f· rg '(r-r rrrtir f. :?t 11 J___LJ b1 ; 
cha sa-da -----------r.1n9-- o --ka ---- --ta---v~-

IJg•JJp t A 1hfffiD ~iv 'iitv~,f~..an 
~ ...:..:....+t*·· ~~ 

ya ----- bi -dha _ 9a- --- ---- -tha ---- pa----ri _1(3;- s-r? sul<.h4 

Commentary 

The Tambur5., the drone instrument, is being played first. It supplies 
the artist the desired key-centre and provides a tonal background. 

By these introductory Alaps, the artist wants to indicate the Raga he 
wishes to develop. Yes, the predominance of Ga and the peculiar use of both 
the variants of Ma, establish the Raga Bihag4• 

The song is set in the time-cycle of twelve Matras, known as Ektala 
rendered in very slow5 tempo. You must have marked that the Sama is on 
the syllable 'So'. Let us watch for it. 

1 In view of the peculiar Pakad of this Raga, namely, PM'GMG, the ascent and the descent of 
this Raga can be taken as follows : S G M :P N S S N D PM' G M G R S. 

5 The time taken here to complete one cycle of the Tala is 42 seconds. Contrast it with that of 
the Tritiila (16 Matras) used for the next Cheeza which takes only 6 seconds. 
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Here, we have it. 

The notes used for Ahips are sustained. The continuity (Aas) is 
maintained throughout. All this helps create the desired Khayal atmosphere 

which is serious. 

The use of sharp Ma heightens the effect of the neighbouring Shuddha 
notes. Mark the meandering glides and how skilfully they are rendered. 

The Antara, the second section of the movement, is now reached. Here, 
the Sama beat falls on the syllable 'cha '. 

The sustained upper Tonic is certainly effective. Observe how the 
accompanying instrumentalist closely follows the vocalist and fills up the gaps. 

The artist has returned to the first section. Now he is sufficiently 
warmed up and is preparing for the last phases. The tempo is purposely 

made quicker. 

These are obviously the Bol-Tanas- the syllabic and melodic variations 

of words. 

These Tanas, rendered in Gamak style, lend gravity to the performance. 

The singing of the Bada Khayal is just over and now the Chhota Khayal 

in the same Raga Bihag will soon follow. The Talas used for such Khayals are 
necessarily short-spanned and the tempo is faster. The method of Raga 
presentation also differs in some respects. The Chhota Khayal is sung, more 
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or less, in a lighter vein, thus creating a more lively atmosphere. Listen 

again to Pandit J asriij : 

Chhota Khayal 

Sthayee 

( 1) Lata ulazi sulaza ja balama 
0 + 
Hato ko mendi lagi 

0 + 

Antarii 

( 2) Matheki bindiya gir gayi sejapara 
0 + 

Apane hath saja ja balama. 
0 + 

La.--ta. u--la----zi su-la-----za ja ba--la--~-

--~ 
Ma •-- - - --the - ki 

!J 
a.a --pa - ---ne._ 

~ ~ ~ 

1€J i J lfr __ liPJ l= J 

bin -di -- ya 9i- ra 

""' li [t I} 
ha ---til,"- sa-- --.j:a 

Commentary 

1 
ga--y i _ se -ja pa-ra 

~ 

I@~J 
ba- ---\a --ma __ •• 

The time cycle is Tritala and you will easily detect that the Sama is on 
the syllable 'ja '. It is placed on the upper Tonic which makes the Sama more 

effective. 
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The embellishments used here are lighter in character. More attention 

is paid to syllabic distribution of the lyric. The style is not as abstract as in 

Bada Khayal. 

Here is a type of Solfa Tana. Solmisation 1s also a conventional 
variation. 

Here come the finishing strokes. Mark the flourishes and the florid 
varieties of Tanas. 

[ Read by Aida Lobo ] 



LECTURE VI 

THUMRI AND KAJARI 

Of all the forms of light-classical or light music, Thum1·i must be regarded 

as the highest. ThumTi embodies all the peculiarities and good qualities that 

light music stands for. It is thus the principal representative of all other forms 

of light music. In other words. Thumri is to light music what Khayal is to 
serious music. 

Thumri is essentially lyrical and romantic in character. The textual 

themes of Thumri generally centre round love and allied feelings of amorousneEs, 

affection, entreaty, yearning, pangs of separation and the like. Thumri uses very 

few Ragas, such as Khamaj, Tilak-Kamod, Kafi, Pilu, Des, and Bhairavi. These 

Ragas belong to the "free" type of Ragas, in the sense that, while developing 

the melody, some licenses are allowed. Thus, while developing any Raga of this 

group, a prohibited note may be occasionally touched to heighten the effect of a 

Raga. Even a group of notes or melodies which clearly belong to a different 
Raga may be dwelt upon for a while. However, great skill is required in this 

"change-over'', so that the listener may appreciate change of moods1 ''vithout 

any jolt whatsoever. 

The peculiarity of ThumTi singing lies in the development of Bols or 
textual words of the lyric. By using different graces, ornaments and note­

patterns, the singer develops the Bols, and through this Bo!-development, 

achieves the emotional appeal which is the principal objective of light music. 

In other words, Bel-developing is to light music, what Alap-making is to 

Khayal singing. 

Unlike other types of light music, Thumri is sung in a comparatively 

slow tempo. Talas usually used in Thumri are : Punjabi of eight Matras and 
Deepchandi of fourteen MatTas. Slow rhythm necessarily brings about the 

1 The change of mood is not such as occurs in the modulation of key in Weste!·n Music, but is 
similar to the change effected when a diatonic minor melody subtly resiles into the harmonic 
or melodic minor or when a minor key changes to the corresponding major on the same 
key-centre. 
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sustained and long drawn-out notes, thus lending an atmosphere of peacefulness 

and calm to the singing. This helps the Thumri to reach classical heights 

sooner than its sister varieties. 

Another peculiarity of Thum1·i is the "change of tempo" which it employs 

when it returns to the first part of Sthayee after the close of the Anta1·a. The 

tempo is doubled, that is, the speed is made twice as fast and the textual words 

of rhe M ukhada are woven into a variety of patterns. This change serves as a 

relief to the otherwise slow tempo of the Thumri, makes the atmosphere lively 

and jubilant and lands the Thumri on to the same plane as that of the other 

types of light music. 

Now, let us have a specimen exhibition of Thumri sung by the well-known 
artiste, Laxmi Shankar, who will also give us a short specimen of a similar 

form, called Kajm·i. Along with it, you will hear a running commentary2 which 
will help make the performance more intelligible and enjoyable. Here is 

Laxmi Shankar : 

Thumri 

( 1) Shy am bin a nahi chain ..... . 
+ 

(2) Ja paradesa bisar gayo mohe 
+ + 

Kaise kahu jike bain ..... . 
+ 

I~;~ khamy1;~~~ndi?•'"$-@ f :::' ~ t . d 1J'J :.rll!·al~- I~t~tJ'IJ::==~t'~ ~J J J I ~ J. '"' '- - -.:t 
Shyama bina--=- na.-hi chai ----------na_ Shyama..... Ja._ pa-ra--

11-f~ f 1~ ~~t r r r I[UffJP11 ~~j JH~~\~j 
de- ------------sa bi -sa-ra 9a. --yo mo-he_ Sltyama •••..•. 

Comm.enta1·y 

This Thumri is in Raga Khamaj.3 In this Raga both varieties of Nishad 
are used. The natural Ni in ascent and the flat Ni in descent. All other notes 
are Shuddha or natural. The catch-notes of this Raga are : Ma Pa Dha Ma Ga. 

2 Read by Soharri.b Modi 

3 The scale of this Riig!l is given below: Ex. S G M P D N S S N D PM G R S 
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The Tala used here is of fourteen M atras. This time-cycle is known as 

Deepchandi. The Sarna beat falls on the syllable "chai ". Watch for it. 

Here you get it. 

Shyam Bin5. Nahi Chain : "How restless I am without Shyarn-the Lord 

K1·ishna ". A sense of yearning is expressed. 

This is presented in Poorab or Banamsi style. Its peculiarity is the 

ornate development of Bol or textual words. 

Mark the difference in voice-quality. It is pointed and tender; not broad 
and weighty as in Khayal. The embe1lishments employed here are light, subtle 
and tender. 

Here, the flat Ga is used. This is certainly foreign to this Raga. Such 
licenses are permissible in a Thurnri. 

Here again, the prohibited note sharp Ma' is touched-evidently, an 

attempt to change the melody. 

We have now come to the Antara, the second section of the song. The 
Sarna beat will now fall on the syllable "de". 
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Mark, the singing hovers around the upper octave of the Tonic. 

The Antara is coming to an end. Mark the change in the tempo. The speed 
is doubled, but in quick Tritala of sixteen beats-running into fast common time. 
The textual words of the theme (Mul<:hada) are woven into a variety of patterns. 

The fast tempo gives the Tabla-player an opportunity to exhibit his skill. 

Mark the variety of his drum-patterns. 

(1) 

(2) 

(3) 

Kajari 

Baithi soche brij baam .... 
+ 

Suna Hi.gyo mera dham 
+ 

Nahi Aaye ghanashyam 
+ 

Gheri aayi badari .... 
+ 

Aayi sawan ki bahar 
+ 

Pade bundana ph uhar 
+ 

Kare morala pukar 
+ 

Gheri Aayi badari .... 
+ 



SITAR 
Plectrum-p 1 ucked 
instrument. Finger­
board with movable 
frets 

SAROD 
Plectrum-plucked 
instrument 
Vellum soundboard 



DILRUBA 
Bow-instrument 
Fingerboard with 
movable frets 

' Q'll-f-+-11-t---1!!1 

giA-H-t--.!11 

·~++if-! 
g._.+!!H~ 

u~-+rit~....!l 

' I 

l~"'t'ttH-""' 
e·~f+ott+-.... 
8 HH"rll-+--1 
aM;.;+tii~-.1 

SARANGI 
Bow-instrument 

Gut strings 
Vellum soundboard 



Thumri auJ l{ajal·i 

mt 
su.na l•--9~0 me-ra_ dha---------- ma -na-hi a--ye 9ha--na 

1 traq £i; 's .nl iEJ ;~j-p5Jb'iJIE~ 
shya- ------- ----ma ghe-ri a -yi-- ba-.da--ri .Bai-thi •••.•• 

@ij! i J J J J ; 11 ff r t@ @J :; J 
A--ye sa ---wan -ki ba ---ha--------- -- ra_ pa-de 

\1' 1 IJ J r I { :t' J QJ J •1 J ; ~ 

mo _,. .. ra ---1--. "t'u -----~ka ·------ ----- -----ra __ 

$b l J J 4 l9 J J I j= J01 h5SJ£ r 3 f~m~~ 
9he -- ri a - -yi -- ba -d21 -- ri. ~ai ~thi •.•.•••.•. 

Commentary 

Here you have another song in a similar style. It is known as Kajari. 
The song utilises fewer notes; and the Tonic is suitably shifted to a fourth above. 

Baithi Soche Brij Baam : "A maid of Brindaban is thinking of her Lord''. 

The Raga is Tilak-Kamod4• The Tala used is Adha Tritala of eight Matras. 

4 The scale of this Riiga. is simple but there is peculiarity in its ascent and its descent: 
PNSRGSRMPS SPDMGRS 
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The Sama beat is on the syllable 'Ba '. 

Here the flat Ga is slightly touched. That gives the melody the colour of 

Raga Pilu. 

The singer has come to the second phase, the Anta·ra: "Aai Sawanki Baha1· "· 

The Sama now falls on the syllable 'Ha '. 

There is change in tempo; it is doubled. Thus the spirit is more playful 

and gay. 

[Read by Aida Lobo] 



LECTURE VII 

- - -
TAPPA, DADRA AND BHAJAN 

In this lecture, we propose to acquaint the listener with a few more 
varieties and forms of classical and light music. 

First of all, we shall present a specimen Cheeza in Raga Puria-Kalyan, 
which is a composite Raga made up of two different Ragas, namely, Puria and 
Kalyan. 

The scale of Raga Kalyan, taken separately is sung thus : 

I Ex. II S R G M' P D N S S N D PM' G R S; 

while that of Raga Puria is : 

I Ex. 2] ~ R G M' D N S S N D M' G R S. 

Thus, you will notice that while Raga Kalyan does not feature the fiat 
Ri, Raga Puria, on the other hand, omits altogether the fifth note Pa. But the 
composite Raga Puria-Kalyan not only retains the Pa of Kalyan but prefers the 
flat Komal Ri of Puria. Listen now to a Chhota Khayal recital, in Puria-Kalyan 

sung by Shri Jitendra Abhisheki in T1·itala time. 

I Ex. 3] Chhota Khayal 

( 1) Akhiyana bharata gulal dekho sakhP 
0 + 

Shyam sundara ae karata nithurai .. 
0 + 

( 2) Abhir gulal ki dhoom machi hai 
0 + 
Bheeg gayi mori sari ranga ki .. 
,, + 

1 The main Sdma is on the syllable' la' in Gulal and on 'dhoo' in Dltoom, in the first and the 
second part of the Cheeza respectively. 
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J I 
ae 

n r I 
ka · ra • - -ta mi --thu. -- Y.a ---- -·yt A· -bhi--ra gu. • - Ia -- - -- - - -Ia ki 

dhoo - - --- - ma 111a-chi_ hai bhi--ja 9a--yr_ mo-ri sa---ri ran·gakT_ 

Now listen to a peculiar variety of Thumri, called Tappa. It does not 
indulge in BoZ-development or delicate Alap-making peculiar to Thumri. Com­
mencing with Gamaks and abounding in Khatkas, Tappa specialises in cross­
patterns of Alaps and Tana-flourishes. Here is a specimen of Tappa sung by 

Shri Manohar Shetye. It is in Raga Khamaj. The Tala is a rare time of seven 
Matras called Pushtu. You will find that the main Sam a stress falls on the 

syllable Mai. 

I Ex. 4] Tappa 

(1) Wari jaundi mai tere shonna me .... 
+ 

( 2) Akhadi khatakdi raindi 
+ 

Dilbhi bhatakda ho rainda hama dama 
N a in lakhalakha wari wari phera phera .. 

~·-~ ~i iJ= Pv.h~-r.t tOnE d-1 ~ Q Lftf ;J I £€;gl;; i1J;Ij$oiJI~i5.J. I 
Wa- ------rl jaun-di mai te-re sho--------------nna me 

Next you will have a light variety called Dadra, in mixed Raga Pahadi 
and Tala Dadra. It is presented in the Punjabi style of singing. The peculiarity 
of this style is the consecutive use of both the flat and sharp variants of a note­
a practice which, otherwise, is supposed to offend one of the accepted Raga­
rules. This deviation, giving rise to many a new design, readily engages the 
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attention of the listeners, though it tends to make the character of the song rather 
flippant. Here is a Dad1·a recital, by Shrimati Laxm.i Shankar. 

I Ex. 51 Dad1·a 

(1) Saiya gaye parades:? 
+ + 
Soona kara gaye des ..... . 
+ + 

( 2) A wan kaha gaye ajahoona aye 
+ + 
Dharalu jogan bhes ..... . 
+ + 

pa--ra ---de----- -sa.. 5oo --na ka-n ~a-ve 

S !! 1) PM ~ S 

Lastly we shall have a specimen of a devotional song, called Bhajan, sung 
on the key-centre, a fourth below. It is in Raga Des3, and Tala -Dadra. Listen 
to a Bhajan recital entitled "He Govind, He Gopal" sung by Shrimati Laxmi 
Shankar. 

I Ex. 6 I Bha.jan 

( 1) He govind he gopal 
+ + 
He govind rakho sharana 
+ + 
Aha tto jiwan hare ..... . 
+ + 

( 2) N eera pi wan a het gayo 
+ + 

Sindh u ke kinare 
+ 

2 The Tala being short-spanned, the val'ious Sama points, which come in rapid succession, can 
very easily be detected. 

3 The Scale of Raga Des is as under : 

S R M P N S S N D P M(G) R S 
The notes Ma Ga Ri provide the Pakad (catch). Mark how the note Ga is gracefully glided in 
the Meend from Ma to Ri. 
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Sindhu beecha basata graha 
+ + 
Charana dhari pachhare .... 
+ + 

( 3) Soor kahe shy am suno 
+ + 
Sharana nihare 
+ + 
Abaki bar par kare 
+ + 
Nanda ke dulare ..... . 
+ + 

;a; He ~o._.vi---n--da ne Go----pa---·fa He Go--vin-----da 

~ r ; 'D, J! tj'J u ~~ mvrt57v'" {2£ia 1 
Ra--kho sha--ra--na 1\---ba-to ji--wa--na ha---------re ___ _ 

[ Rend by Aicla Lobo ] 



LECTURE Vlll 

THE INSTRUMENTAL MUSIC 

So far, we have said nothing about instrumental music. Though our 

instrumental music has developed considerably, we have always held vocal music 

as the ideal; and the general development of the former does not materially 

differ from vocal music. To put it more emphatically, every instrumentalist is 
first a vocalist. When he plays, he sings, as it were, through his instrument. 

In other words, instrumental music is song without words. 

But even so, instrumental music differs from vocal music m points of 

detail mainly on account of the various media of expression which are obviously 

different from the vocal chords. 

Instruments enter the field of music in two capacities : firstly, as solo 

instruments; and secondly, as accompanying instruments to vocal music. In the 

latter capacity, we have noticed in the previous lectures, that the instrumentalist 
has very little latitude since he is expected to follow the vocalist very closely, 

occasionally filling up the gaps. At times he may suggest or lead up to the next 
phase; but he has to be within the frame-work of the Chee:w and the Raga 

chosen for it. 

In extemporised music governed by time-cycles, the accompanist's function 
has its limitations, except that some day it may evolve into a sort of canonic 
counterpoint. 

Indian instruments can be classified in three groups : (a) String Instru­

ments plucked with fingers or plectra, (b) String instruments played with the 

bow and (c) Wind instruments. Veena (or Been), Rabab, Sarod and Sitar belong 

to the first group, while Sarangi and Dilntba belong to the second. Shehanai 
(a kind of Indian oboe) and Basm·i (bamboo flute) are the two important wind 
instruments. 

Bowed instruments can sustain the notes better, and hence they are 
suitable for accompanying vocal performances. 
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Now listen to a Basari recital by Shri Sh,ridhar Kenkare in Raga Samrzg 1 

and Tala Trital. 

[Ex. 21 PN SR SN PM RM RS N SR MP NN S PN S NP MR RM 
0 . + 0 + 

PM RR S. 

E.Jt..S SlrAR rodiGat :J)rtJt) (On])drone. 

The Sitar (which is somewhat like the Western Guitar) is the most 
important and the most popular solo instrument of the present day in India. 
This instrument is strung with seven wires and the finger board is bound by 
about twenty moveable frets. Below the frets, several resonating wires tuned 
to the desired scale-notes produce sympathetic vibrations. 

In the matter of form and development, the instrument, unlike the voice 

in Khayal singing, follows a peculiar course of its own. At the beginning, pure 
Alaps are produced. Listen to the Alaps of Raga Todi2 played by the young 

Sita1·ist Shri Kartik Kumar. 

(AUips of Raga Todi) 

You must have noticed that the instrumental embellishments Khench and 
Ghasit, that is stretch-pull and glide, were the special features of these Alaps. 
Then come the J od-Alaps which are A laps in rhythmic movement. 

(Jod-Alaps) .. 

Now follows the Jhala, which is a phase of climax. The tempo is increased. 
At this stage all the upper wires come into play. 

I The scale notes of this Raga are : 

[Ex. 1] S R M P N S S N P M R S. 

The Notes RiMa Pa Ma Ri are its catch notes. 

2 The scale notes of this Raga are : 

[Ex. 3] S R G M' P D N S S N D p M' G R S 
The phrase Dha Ma Ga establishes the Raga. The dominant note is flat Ga. 
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(Jhala) 

All the phases of Aliips are over and the Sitarist now plays a Gat, a 
precomposed theme, accompanied by percussion instruments. First a Gat in 

slow tempo, in Tala Trital, will be played, immediately followed by a Gat in fast 

tempo in the same Tala. 

A Gat in slow tempo : 

jEx. 4] D NN S R (M'R) G G G RR G M'M' (M')D M'G GM'RG 
+ 0 

R S NS RS 

\ 

A Gat in fast tempo : 

I Ex. 51 R G R S N D N S R G R G R 
0 + 

Now listen to the last item of this series. As it is customary to conclude 

an Indian concert with Raga Bhaimvi3, you will now hear Aliips and a Gat in 

that Raga : 

A Gat in Bhairavi : 

[Ex. 71 NSN G SD P GMRG SR S 
. . 0 . + 

[Read by Aida' Lobo] 

~~~ 

:1 The scale notes of this most popular Riiga of Indian Music are : [Ex. 6] S R G M P D N S 
s N D PM G R S. In addition, the Shuddha Ri and Dha as also the Teewra variant of Ma are 
brought into play, though in a certain restricted manner. In Punjiibi style, even natural Ga 
and Ni are touched. Hence Bhairavi uses the highest number of notes. 



Supplement to Lectm·e I 

The following table shows the names of the twelve1 notes of the Indian 

chromatic scale and other details. 

Sr. No. Name of the Abbreviation & Variety 

Note Notation 

1. Shadja Sa (S) Fixed Note 

2. Rishabha Ri (R) Komal 

3. 
" 

Ri (R) Shuddha 

4. Gandhara Ga (G) Komal 

5. 
" 

Ga (G) Shuddha 

6. Madhyama Ma (M) Shuddha 

7. 
" 

M'a (M') Teewra 

8. Panchama Pa (P) Fixed 

9. Dhaivata Dha (D) Kamal 

10. 
" 

Dha (D) Shuddha 

11. Nishad Ni (N) Komal 

12. 
" 

Ni (N) Shuddha 

The Komal variants of the notes are underlined or given in italics. The 
Teewra variant of Ma is shown by an acute accent. Notes in the higher octave 

are shown by dots above, e. g. Ga; while those in the lower octave are shown 

by dots below e. g. Ga. 

The ratios of Sa to Ma and of Sa to Pa (technically called Shadja-Madhyama 

Bhav and Shadja-Pancha1n Bhav) are 3:4 and 2:3 respectively. These perfect 

consonances are important for accurate intonation. 

1 The strict theory of Indian Music, however, recommends twenty two Shnttees which have been 
explained earlier in the Foot-Note (5) to Lecture I. 



Supplement to Lecttt1·e IV 

We have seen that a Tala (time cycle) has a certain number of beats 

( 1\llatras) assigned to it. Further, each Tala is divided into two or more Vibhiigs 

(sub divisional bars) of two or more Matras. Each subdivisional bar has either a 
Tali1 (stressed beat) or a Khali (unstressed beat). The main stressed beat is 

called the Smna. In the following description of the popular Taliis, the Sarna, 

the Tali and the Khali are shown by a plus sign, a horizontal line and a zero 
respectively. The subdivisional bars are separated by vertical lines. 

1 2 
Dhin dhin 
+ 

Tala Keharawa Matras 4 

1 2 3 4 
Dha gi na ti 1 na ka dhi na 
-1- 0 

Tala Dadra Matras 6 

3 4 1 2 
Dha dhi na I dha 

5 
ti 

f. 0 

6 
nii 

Tala Roopalc2 MiitTiis 7 

1 2 
Dhi na 

3 4 5 6 7 
dhi na I ~i ti na 

Tala Dhumali Miitras 8 

3 4 
dha tin 

5 6 
trika dhin 
0 

7 8 
dha ge trika 

I Tiili means a clap of hands; and while counting the Miitriis, music-students show the Tcili, as ·.veil 
as the Sama by such a clap and the Khcili by a hand-wave. 

2 As an exception, the Khcili itself is considered as the Sama in this Tala. 
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Tala Adha Tritala3 Matras 8 

1 2 ; 3 4 
Dha dhin / dha dha dhin 

5 6 7 8 
ta tin dha dha dhin 

+ I-

1 2 
Dhi na 
+ 

Tala Zaptala Matras 10 

3 4 5 6 7 
dhi dhi na ti na 

0 

8 9 10 
dhi dhi na 

Tala Ektala Matras 12 

Dhin dhin 
+ 

3 4 5 6 1 8 1 9 10 
1

11 12 
dhage tirkital tu na ka tta : dhage tirkita dhi na 
0 :- 0 

1 2 3 4 
Dha dhin dhin dha 
+ 

Tala Deepchandi Matras 14 

4 5 6 7 8 9 10 
dha dha dhi - n ta ti - n 

11 12 13 14 
dha dha dhi- n 

0 

Tala Tritala Matras 16 

5 6 7 8 
dha dhin dhin dha 

9 10 11 12 
dha tin tin ta 
0 

13 14 15 16 
ta dhin dhin dha 

3 Though the Matras and the subdivisional bars of this Tala and those of the previous one are the 
same yet they differ in their mnemonics, which give rise to different accents. 



Glossm·y 

The p·ronunciation of the vowels used in Indian words and terms should 
be as in the words given in the brackets below : 

a (as ' u ' in ' urge ') ; a (army) ; e (bed) : 

(sit); o (mode); u (bull). 

Aas Continuity of note or notes. 

Alankara An ornament; an embellishment. 

Alap A development phase in the exposition of Raga theme. 

Antarii. The second section of a Cheeza or a song. 

Aroha The ascending order of modal notes. 

Asthayee Same as Sthayee; the first section of a Cheeza or a song. 

Atikomal A flatter variant of a note. 

Awaroha 

Bandish 

Bhajan 

Bol 

Bol-AHip 

Bol-Tana 

Cheeza 

Dadra 

Gamak 

Gayaki 

Gay an 

Geeta 

Gharana 

Ghasit 

Jhala 

The descending order of modal notes. 

The composition of a song. 

A devotional song. 

Words used for vocalizing; mnemonics used for Tala instruments. 

Alap with the use of words. 

Tana with the use of words; syllabic and melodic variation of words. 

A typical song or tune set in a mode. 

A kind of Tala in six-four time; a musical form of light variety. 

A kind of embellishment of serious type. 

Style of singing. 

Singing. 

A song. 

A traditional school of music known for its style. 

A variety of glide. 

A phase of climax in instrumental Alap-making. 
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J od-Alap A laps in rhythmic movement. 

Kajari A musical form of light variety. 

Kana 

Kasa 

Khatka 

Khayal 

Khali 

Khench 

Komal 

Lay a 

Mahafil 

A variety of grace note. 

Acciatura in Western Music). 

Intensity or volume of voice. 

(Compare with Appoggiatara and 

A kind of embellishment of light type. (Compare with Turn m 

Western Music). 

A musical form of serious type. 

The unstressed beat of a T~tla. 

A variety of glide; stretch-pull. 

Flat (note). 

Tempo. 

A (chamber-music) concert. 

Matra The time unit in Tala; a musical beat. 

Meend The glide. 

Mukhada The opening phrase or the burden of the song. 

Murki A variety of embellishment of light type. (Compare with 'changi1lfl 

Pakad 

Raga 

Rasa 

Sarna 

notes' in Western Music). 

The typical motif or catch-notes of a Raga. 

A melodic law or order; a melody type based on a modal scnle. 

Aesthetic content or emotional appeal in music. 

The first stressed down-beat of a Tala. 

Samvadi The concordant note, a fifth or a fourth apart, ne:'\t m importance 

to the predominant (Vadi) note in a Raga. 

Sangeet Music. 

Saptak A heptachord; the seven notes of a scale. 

Sargam Solmization; solfa passage; notation. 

Shrutee A microtone; small discernible intervals Jesser th2-n semitone. 

Shuddha Natural (notes of the standard sca]e). 

Sparsha 

Sthayee 

A variety of grace note. (See Kana). 

See Asthayee. 



Glossary 

Swara A musical note of the scale. 

Tabla A percussion instrument. 

Tala A time cycle; a time signature. 

Tamburii A four stringed instrument used to provide the drone. 

Tana A rapid succession or variation of notes; semiquaver figures. 

Tanabazi Indulgence in Tanas. 

Tappa A musical form of light type. 

Teevra A sharp variant of a note; an accidental. 

Teewratara A sharper variant of a note. 

Thata A parent musical scale. 

Thumri A musical form of light type. 

Vadi 

Vikrit 

The predominant note in a Raga. 

A chromatic variant. 
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ERRATA 

Reference For Read 

P. 15 Staff Notation Ex. 28 Ex. 28 Ex. 28 Ex. 29 

P. 39 Last line of the text tonic 'l'onic 

P. 4l Foot Note last line Matras Matras 

P. 43 Penulumate line 'ja, 'za' 

P. 45 line 11 licenses licences 

P. 45 line 15 appreciate change appreciate the change 

P. 46 line 7 rhe the 

P. 47 line 12 licenses licences 





-
·' I have gone through the au dio-vi sual aids of Baburao Joshi and 
Antsher Lobo very carefully, and have been extremely edified to sec 
thi s first attempt in the area of musical education for the public. 

I s trongly feel that the future of our grea t traditions of classical 
music lies mainly in the hands of the music educators, who wiJI go out of 
their way to reach the general public and to acquaint them with the 
music, }hat they might not otherwise have the opportunity to her1 r and 
understand. 

Baburao Joshi and Antsher Lobo are certainly to be commended 
for thi s no ble endeavour.,. 

Bombay, 

August 1 lJ65. 

(PANDIT) RA VI SH :\NKAR 
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