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Hindustani Music

Revised Guidelines for 11nd P.U.C.

Ingtruction:
Teaching duration :- Four practical’s and One Theory Classes for a weak
(InHours)
Student capacity maximum 5 students per batch for practical classes.
Separate practices classes for Vocal, Sitar and Tabla courses.
Separate practical batches for boys and girls.
Common theory classes for Vocal, Sitar and Tabla Sections
(1 Hour for aweek).
One hour Assignment Session for Internal Mark.

Mark Ratio:

- Practical-60 marks minimum 20 for passing marks.

- Theory-40 marks minimum 10 for passing marks.

- (Attendance, Journal and Internal quality).

Examination Pattern:
Practical Examination of 25 minutes durations.
Time Duration for Theory Examination maximum 2 hour 15 minutes.
Separate passing for theory and practical examination.
Minimum 35% is necessary for passing.
30 hours Theory and 90 hours Practical Teaching for an academic Year.
Hours
Teaching hours: 90 hoursPractica . 30 hours Theory
Listening hours : 12 hours. Practical Tests— 06 hours.
Remedial Teaching 06 hours —and Discussion
Revision — 06 hours. Total — 150 hours.



Hindustani Music : PUC-I I
Theory Syllabus
Chapters:

Devel opment of Indian Music through vedic period and Ramayana,
M ahabharata periods (3 hours).
Details on Shruti, Grama and Murchana (2 Hours.)
Study of Thata system ( 2 hours).
Music therapy & voice culture (3 hours).
Technical Terms : Dhwani, Thata, Raga, Vadi — Samvadi, Anuvadi,
Vivadi, Purvanga-Uttaranga, Theka, Kayda, Peshkar, Tihayi, Mukhada,
Tukada, Palta, Gat, Jod, Toda, Jhala (3 hours).
Study of Gharanas of Hindustani Music.
Agra, Gwalior, Jaipur, Kirana (Vocal).
Delhi, Ajarada, Purab, Punjab (Tabla)
Senia, Itawa, Maihar, Jaipur Gharana (Sitar) (3 hours).
Various systems of Hindustani Music.
Dhamar, Thumri, Tappa, Tarana, Gajal, Kawali, Light Music,
Filmy Music, Folk Music.
Autobiography’s of musicians: Pt. Mallikarjun Mansur, Pt. Panchaxari
Gavayi, Pt.Kumar Gandharva, Ustad Vilayat Khan, Pt. Nikhil
Bannerjee, Pt. D.R. Parwatikar, Ustad Ahmadjan Thirokwa, Pt.
Samata Prasad, Pt. Sheshgiri Hangal (4 hours).
Contribution of mus cologiststo thefield of Hindustani Music
Jaydev, sadarang-Adarang, Pt.V.N.Bhatkhande, Pt.V.D. Paluskar
(3hrs).
Essays. Music and Psychol ogy, Music and society ( 2 hours).
TadaRachana(Siddhantd). (2 hours).



Practical syllabus

Vocal
Learnto singAlankarsinfollowing taaswith Mulaaya, Dugun, Chougun,
Teental, Dadra, Kehrwa (10 hours).
Ragas — Yaman, Jounpuri, Malkouns, Bhimplas, Madhumad Sarang,
Khamg.
Learn to sing chotakhyal with four Alap & four Tansin above Ragas.
Learn to sing one composition in other than teental in above Ragas
(60hours).
Learn to sing two Bhaktigeet, two Bhavageet, two patriatic songs
and two fold songs (10 hours).
Detailed description of following Talas.
Ektal, choutal, Rupak, Deepchandi,

Note :- Students shall describe the talas along with oral-practical.

s

Sitar

Learnto play Alankarsinfollowing Tdasin Mulad aya, Dugunand chougun.

(10 Hours). Teenta, Dadra, Keharwa.

Ragas — Yaman, Journpuri, Malkouns, Bhimplas, Madhumad Sarang,

Khamg. (60 hours).

a. Learnto play Rgjakhani Gat with four Alap and Tan-Palts.
b. Learnto play one composition other than Teenta in any one of above

Ragas.

Learnto play two Dhuns, two songsand two Bhajans. (10 hours).

Detail description of following Talas. (10 hours).
Ektal, Rupak, Deepchandi,

Note:- Studentsshall describethe Talasaong with oral-practical or padhant.



Tabla
K nowledge about bel ow mentioned Tal as,
Roopak Tal, Choutal, Deepachandi, Jhaptal, Teental, Kehrawa, Dadra,
Ektal with demonstration. (24 hours).
Practice of Dugun and chougun of above mentioned Talas with
Demonstration. (24 hours).
4 each Badal Tekas of
Dadra, Kehrwa, Teental and Jhaptal (16 hours).
Two Kaydas with 5 paltas and a Tihai in Teental and Jhaptal (20
hours).
Accompaniment in Dadra, Kehrwa, Teental and Jhaptal.



Chapter-1
Development of Music in Vedic Period

The Studiesof Rigveda, Ygjurveda, Samaveda & AtharvanaVedashave
been proved that the musi c was common part of lifein vedic period. Wecanfind
references of Mridanga, Veena, Vamshi, Damaru, Gargara, Korkari andother
instrumentsaswell assinging, playing theinstrumentsand danceinvedas. The
artisen in vedic period were had the ideas of yaking string instruments and
percussioninstruments. Dance eventswereheldin public theatersin Rigveda
period both male and femal e artistswere participating in public performances of
music and dance.

The samavedahastheearliest descriptionsof music. Samaitself meansto
sing. Theentire samavedawas passed to generationsthrough singing the samas-
shlokas. Samanawasthepriest of holy activities, who useto participate through
singing theshlokas. Thereare evidencesfound in samavedathat themusic was
gradually devel oping towards asophestication the primary musical notesfoundin
vedasare described in following description. Therewerethree notesknown as
udatta, Anudattaand swaritaexisted in presamavedaperiod. Thesayesin holy
activities were singing the shlokas in one note which was known to as ‘Archika’
singing the shlokas in two musical notes are known to as ‘Gathika’. Whereas
singing the shlokas in three and four notes are known to as ‘Samika’ and
‘Swarantara’ respectively. The last two types were connected with samaveda, at
the end of the vedic period seven primary musical noteswere developedinan
uniform. Wecan say that theinterest towards musi c was aroused among people
duringthevedic period. Butthemusicwaslimitedtothereigiousactivites. Apart
fromreligiousactivities some sort of singing, playing and dancewas developing
among the common people of vedic period.



Ramayana period

It seemsto bethat music was sophastati cally devel oping through Ramana
period. Two sort of musicwerein practiceduringthisperiod. Thetypesknown
as “‘Margi’ and Deshi” were used in regligious and public performances respectively.
Thereseemsto be performance of veenasa ongwith singingwasdevel opedinthis
period. We can find thereferences of vipanch and vallari veenasaswell asthe
percussion instruments such as Mridanga, Pahacha, Panava, Dindima, Shanka,
Dundhubhi and Chilkaetd. in Ramayana epic. The dance was knowntoas ‘lasya’.
Thereferencesof musica knowledge of Ramayanacharactersarenotable. Few
of them aredescribed following. Whileentering the paace of Surgiva, Laxmana
hears the sound of veena aongwith sining. Ravanathe king of Lankawas a
welknown musician himself who praisethelord shivathrough music. Lava-Kusha
were sung the story of Ramalong with playing veenait issaid that they weresing
it in seven jaties the early Ragas Hanuman was aso known for his musical
knowledge. At amuch later timeatraditioninthe nameof himwas established as
‘Hanumanta Mata’ possibly hints to the contribution of hanumanta in development
of music.
Mahabharataperiod

Another epic Mahabharataisconsderableinrelationwithmusic. There
weredlill twotypesof musicrdaed with rdigiousand common peoplerespectively
existed inthe period of Mahabharata. There are referencesfound about seven
musical notesand the Gandhar grama. Thereferencesof musical instrumentssuch
asveenas, venu, mridanga, panava, bheri, shankh dundhubi & pushkarawere
found in Mahabharataepic. Lord Krishnawasknown for hisvenu - thedivine
flute. Arjunawas a dance teacher to king virata’s daughter uttara during their
living incognito period. Alongwith the ‘Lyasa’- the dance of Ramayana period.
Now another form of dance- the *Rasalila’ was become popular among the common
people. Itissaidthat Krishnawasthefounder of thisdanceform. InMahabharata
epic there are evidences found showing the popul arity of music and danceinthe
courtsof kingsand among thepublic.



However there are no treaties compl etel y dedicated to music arenot yet
found throughout vedic and epicd periods. Inthe post Mahabharatatime, around
fourth century BC a music thinker and writer named ‘Bharata’ has written the
earliesbook on music, dance and thester. There hasbeen controversiesabout his
exact lifespam. Somehigtorianssuggest that Bharatawaslived during M ahabharata
period. But most historiance accept that hewaslived around fourth century BC.
However the text *Natyashastra” written by Bharata is considered as the precursor
todl musictreties. Itisreffered by al most al musicwriterstill today. It seems
that therewere many personalitesin the nameof Bharata had been existed.

The actual development of music was occured since Bharta’s period in
India. Whereasthe Natyashastrawritten by himisfound astheearliest text on
music, the next improtant test in post Bharatha’s period is ‘Naradiya Shiksha’ of
Narada, writtenin seventh century AD. Thisbook mentiontheswarasof samaveda.
That al so describes seven Grama Ragas aswellas Raga-Ragini system and Rasa
Samaya- Thefed and timetheory there hasbeen controvers esabout the dates of
thistext.

Bridhaddesh of M atanga M unic written between seventh-ninth century
AD. Thisistheearliest book that separately written on music only instead of
including dance & theater. Theearliest reference of theword ragaisfoundinthis
treties. Matangisa so accredited totheinvention of fret system throughinventing
theKinnariveena- A premativeinstrument of the Rudraveena.

Inthefollowing period of Matangathere hasbeen number of musicologist
contributed to the devel oped of music Dattila, Kohala, Sarangadevgaarefew to
be noted among their, Sarangadeva was highly credited by his text ‘Sangeeta
Ratnakara’. From thetimeof vedas (around 3000 BC) till sarangadeva (around
13th century BC) the musi ¢ passed through vrious devel pments begining with
threesmplenotesand few primitiveinstrumentslikeharp, devel ped sophadticatedly
to number of instruments and the the complete musi cal scales- the Ragaswhich

continued till modern period.
1



Chapter-2
Shruti, Grama & Murchana

Shruti isthesmallest unit of sound. Theminutevariation of themusical
sound that we can hear is called as shruti. Treties have been difined it as ‘Shruyate
itishurti’. The minute up-down presentation of musical sound was defined with the
name shruti and divided in to 22 sectionswithin an octave. Onwhich, swaras
have been established on few sdlected shrutis. Therehasbeenvariationsin numbers
of shruti’s among different ancient musicologists, however, finally 22 shrutis have
been accepted and established in Indian music. 22 shrutisdividedinto 7 rotesthe
measurements are made accordingly to a sanskrit shloka known as “Chatush Shaiva
ShadjaM adhyamaPanchama, Dwai Dwai NishadhaGandharva, Tristrai Rishabh
Dhaivata”. Means 4 shruties each to Sa-ma-Pa rotes, 3 shrutis each to Re-Dha
rotesand 2 shrutis each to G-Ni roteswere assigned.In ancient age any swara
wasassigneonthelast shruti of the containing number of shrutisto particular rote.
In modern practice aswarawill be assigned on thefirst shruti of its containg
number of shrutis. Thiscan bedescribed asfollowing.

Shruti No. Name Ancient rote Modern Rote
1 Tivra Shadja
2. Kumudwati
3. Manda
4, Chandavati Shadja
5. Dayavati Rishabh
6. Ranjani
7. Raktika Rishabha
8. Roudri Gandhara
9. Krodha Gandhar
10. Vajrika Madyam
1. Prasarini
12. Priti
13. marjani Madhyam
14. Kshiti Pancham
15. Rakta
16. Sandipini
17. Algpini Pancham
18. Madanti
19. Rohini
20. Ramya Dhaivat
21. Ugra Nishadh
22 Kshaobhini Nishadh

12



Grama-Morchana

Gramameansto village where anumber of familieslivestogether. In
musical sensegramaislikeavillagewhichistheoriginator of murchanaswhichare
similar to modernragas. Thismay senseto beasimilar systemof modern Thata
Raga system. But yet there are differences between Thata-Raga & Grama -
Murchanatotal three gramaswere described by ancient musicologists. Thoseare
shadjagrama, Gandharvagrama& Madhyamagramawithin which Gandharva
gramais said to belonged to heven to understand the character of grama, itis
necessary to know about murchanas. Theseareamost similar to modern Ragas.

Therotesin Shadjagramaaredivided into 4+3+2+4+34+3+2whichis
asothefirs murchanaof Shadjagramaand sartsfrom Sa. Theshrutisin madhyam
gramaaredivided as4+3+2+4+3+4+2 that artsfromMa. The second murchana
of Shadja grama starts from mandra Ni and shrutis will be changed to
2+43+2+4+4+3 combinations. TheNi will becomeas Saat thismurchana. The
third murchanaof Shadjagramawill start from mandradha, inwhich, the shruti
combinationsagainwill change. Similarly thishappenswith thescad e of madhyam
gramatoo, each shifted scaewill carry different tond intervasand the Sawill be
shifted each timeaccording to murchana. Boradly itislikeshifted the Saof modern
Ragayaman, toitsmandraNi, wherewe get the scale of RagaBhairavi. Actualy
murchanasystemisout of fashioninmodern period but till few musiciansuseit to
create someinterest during performingaRaga. Sometimethe Saof few Ragas
like Pilu, shifted to Mawhich arecommonly known asPilu, shiftedto Mawhich
arecommonly known as Pilu from madhyam etc, total numbersof shrutisin each
gramaare seven.

13



Chapter-3

Development of Thata system in Hindustani Music

Thatais ascalewhich generate the group of similar Ragas. During the
development of Indian music swarasfrom sound, saptakafrom swars, that from
saptaka have been gradually developed the term ‘Thata” has came into vogue
since last centry. The term ‘Mela’ is premitive to the term thata. Presently thata is
theword used in Hindustani & Melaisused in Karnatic music. That meansthe
thatasystem isused both in Hindustani & Karnatic music styles. Thereare72
thatas accepted in Karnatic music but only being used about 19 melas.

Creation of Thata:- Different combinations of Shudha Vikruta Swaras of a
saptak led to initiate any thata i.e. any thata may have all shudha swaras
instead another may have all shudhaswarasbut only aKomal Nishadh. Both
thesewereknowntoasBilava & Khamg respectively. Inthesamemanner tota
32 thatas can be generated within aspeak. The creation of 32 thatas can be
described asunder.

First Half Second Half
SRGM PDNS
SRGM PDNS
SRGM PDNS
SRGM PDNS

Combination of each group from first section with four groups of
second half generates 4 scales. Similarly there can be total 4x4=16 scales
canbegenerated. Than after adding tiviaM adyam istead of shudhawill generate
again 16 scales. Therefore total numbers of thatas available are 16+16=32.
Throughout the history of Indian music, mus col ogistshavebeen established different

numbersof thatas. They aredescribed following.
14



History of Thata systtem: GramaMurchana, Raga-Ragini Jati Gayan systems
were established prior to theinvention of thatasystem. Musicologist Lochana
who lived during 15th century initially founded the ‘Mela’ system in Indian music.
heclassfiedal contemporary Ragasinto 12 melas called Bhairavi, Todi, Gouri,
Karnat, Kedar, Iman, Sarag, Megh, Dhanashri, Purvi, Mukhari & Deepak. All
these Ragaswere pre established but classified asMelasby Lochana.

During the 17th century musi col ogist Hridaya Narayandevarefiened the
melasystem of Lochana Shrinivas, acontemporary writer classifed thatasinto
odhava, shadhav & sampurna scales, which didn’t came into practice. There has
been anumber of variationsin numbers& and namesotf thatas established during
that time. i.e, 22 thatasin the text RagaVibodha, 20 in swaramelakalanidhi.
Venkatamukhi who wrote chaturdandi prakishitahave been established 72 thatas
through mathematica cal culationsbut approved 19 melasin practica. Thesame
systemisgtill usedin Karnaticmusic.

During theearly 20th century musicologist Pt.Vishnu Narayan Bhatkhande
refined the thata system and established 10 thataswhich arecameintoforcein
Hindustani music. Thethatas established by him are Bilawal, Kalyan, Khamgj,
Kafi, Asavari, Bhairavi, Bhairav, Purvi, Todi & Marwa.

Theory of Thatas:Following rulesarefollowed inthatasystem.

1.  Anythatashould haveaminimum - maximum of seven notes. May bethe
ragathat generatesthethata can havefive-six or seven notes but the thatashould
have seven notes.

2. Thatawill berecognized by the nameof any very important raga of the
group that iscalled Ashrayaor Janakaraga. Rest of theall ragasgenerated by the
thataknown to as Janya Rages.

3.  Thereisonly ascending mode assigned to the thatas.

4.  Thataisnever sungor played thusthever arenomusica rulesapplies.

5. Both shudha-vikrutafacesof any notecanbeusedinonethat asaikethe
Purvi Ragahas both shudh & tivramadhyamas but Purvi thatahasonly Tivra
madhyama

6. Thenotesin any thatashould be assigned seridwisefrom Sato Ni.
15



Chapter-4
Music Therapy

Earth, water, fire, wind and sky are the basic elements nature called as
panchatattvas. Whichwork onaaccurateratio. All of them arein presence by
their ownfeature seperatly. But dl areinterrelated.

Water which hasthe quality of wetness, fire of burning digesting and
brightening, wind of vibration and motion and earth of solidity astheir own
qualities. Where as the sky that has all these qualities collectively in the
nature.

Nadaisbased onteh sky (AakashaTattva). But Nadacontainsthequaity
of wetness by water brightnessby fire, vaccum by the sky, solidity by the earth
and themotion by thewind. So it may be concluded that Nadais not seperate
fromthenature. Itisapart of the nature.

Animal body and nature: -

Body of animalsor man also made by the nature. All the negativeand
positiveeffectsof naturewill happeninthebody. When dl thequalitiesof nature
will bein proper ba ancebody will be hedthy. When they will becomeimba anced
thentherewill bedisease. By finding the reason for the deficiency and providethe
necessed qualitiesaternatively iscalled astherapy or treatment.

In musictherapy, the diseaseswill be curved by removing the deficiency
through presenting or listening the parti cular music compostions. Which contains
the effective notationsand rythm (SwaralLaya, Raga, Taa).

So many doctors and researchersfrom various countries of the world
have proved that mental and physical diseases can be cured by music therapy.
Thereareso many instancesin which the deaf ness, dumbnessand mentd diseases
arecured by music therapy. Botany department of Annamalai University (Tamil
Nadu) and Zool ogy department of an University of Chinahave proved that animas
and plantswill also respond to the effectsof musical waves.

16



After finding theexact reason of thedisease, the suitablemusiccomposition
will beusedfor trestment either by listening or practice. By thismethod surely the
diseasewillo be cured. By practicing or listening music, memory power and
listening power will beimproved and the diseasesrelated to the heart and brain
will be cured.

Thetimetheory of Ragasin Hindustani musicisvery effectivein thisconcept.
Presentation of Ragas according to thevariation of nature by time (Praharaand
Rutu or season) will play aremarkablerolein musictherapy.

Morning Ragaswill makethebody very activeand provide physica and
intellectual energy. Ragas which are to be presented in the day will rpovide
confidenceand ability. Latenight Ragaswill removedl theworriesand tiredness.
Aswell asRagas, Tdlasand Layaarea so very effectivein thisconcept.

Music will make the nourishing effectson the health and growth of the
children, Women, listening themusi c during their pregnancy and makethe children
tolisten musicwill becomehd pful inthemental and physical development of the
children.

Aswell asinscinence, accuracy isaso necessary inmusic. Astheaccurate
impactsin scienceby theappropriateratio of the objectsthe accurateimpactswill
be expected where the perfect swara(Sound vibration) and perfect Laya(speed)
will be presented. The concept of Talaand Layawill become helpful in the
development of mathematical idea. Theactiveinterest in music developsthe
scientificview.

Musicisan artistic media, which cultivatesthemind, body and intelligence
and helpsto keep theliveshealthy.

17



Voice Culture

Sound or voiceisan auditive experience. Knock or strike by an object
on another object createsthe vibration in atmosphere. When thewavesthe by
thisvibration reachestheear pa ettethen the sound will be experienced.
Soundisclassifiedintotwo types,

1) Musical sound and 2) Non musical sound.

Thesoundwhichisproduced with exact vibration frequency and mel odious
by it’s nature is called musical sound or Nada. The sound which is produced
without any order iscalled nonmusical sound or noise. Thissoundis inlanguage
or conversation.The sound produced by air will belifted through thewind pipe
and vibratesthevocal cordsisrelated for singing or vocal music.

The sound will be produced by striking thewirein stringinstruments, by
creating the air pressurein blow instruments, and by beating upon thefacein
percussiveinstruments. All of these soundsare musical sounds. But the sound
through the throat is specially called “voice’.

The swing or oscillation by thevibration of all above said soundsor tones
are called ‘Andolan’, “Nada’ or musical sound is measured by the oscillation
frequency number or “Andolana sankya”. According to western musicians the
Andolanasankyaof Shadja(C) swaraof middleoctaveis240. Whentheandolana
sankyaincreases, the pitch of thetonewill becomehigh and whenin decreasesthe
pitch of thetonewill becomelow.

For Example:

TheAndolana sankhya of

(Sa) Shadjaof middleoctaveis- 240.
Shuddha(Re) Rishabh of middle octaveis- 270.
(Pa) Pancham of middleoctaveis- 360.
Shuddha (Ni) Nishadh of middle octaveis- 452.
(Sa) Shadjaof higher octaveis- 4380.

(Pa) Pancham of lower octaveis- 180.
18



When the stroke is strong andolana will become large in it’s area and
volume and when the stroke is weak andolana will become small by it’s area
and volume. If the object which getsthe blow isthick and long by size. The
pitch of the tone will become lower and if the object is thin and short the
tonal pitch will become high because the andolana sankhyain small objects
will be less and morein large objects.

Human voicewhich comesfromthefaceof digphragm by theair of lung,
takes various forms in it’s tonal quality and passes through the tongue, teeth and
lips. Comparatively thetracheaof women and children are smaller than theman.
So their voice will be high and men’s voice will be low. Sweetness, melody,
roughness, low, middleand higher rangesintoneare depend upon the structure of
thetracheaandlung. Solid and healthy lung, good and proper practiceand effort,
hedlthy and strong body arethe most essential factorsfor beautiful voiceinmusic.

First of all to acquirethe strong and smart voice. Practiceof Yogaand
pranayamaisvery necessary in order tomakelungs so strong to control over the
breath. Practicing the notes (swaras) of mandrasaptak (lower octave) in early
morning isvery effective. Voicewill become melodiousand muchflexibleinal
octavesby regular practice. thedream of gainingal thethingsinmusicispossble
for then only, who do the practiceregularly and effertfully with proper way and
with meditative manner. Otherwisethereisno morealternativeway for gainthe
capacity of worthy vocal presentation and control over the notes (Swaras). So
cultured voiceisvery necessary for thesuccessful. Presentation of vocal music.
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Chapter-5

Technical Terms
Voice: What we hear isvoice. Voca & instrumental isalso called as voice.
Totally whentwo thingshitseach other it iscalled asvoice. Therearetwo types
of voiceoneis pleasant and another isunpleasant. Nearant. Voiceinmusicis
called “Nada”.
Thata: From 22 shrutismusicologist every time choses 7 different Nadas & this
group is named as “Thata” by them. In Hindustani music Pandit Vishwanarayana
Bhathkhande published the system of “Thata”, He has said that all Ragas can be
formed by using only 10 “Thatas”.
Vadi : The main swara in Raga s called as “Vadi”. Itisalso called as “Rajaswara”.
Samvadi : The second important swara to help the vadi swarais caled as
“Samvadi” swara. This swara is also called as “Mantriswara”.
Raga: Toentertainthelistener of makethem happy, aspecia swaraisbeloved &
that is called as “Raga”.
Anuvadi : Except vadi & samvadi swara in Raga, the rest all swara’s is called
as “Anuvadi” swara. Thisswarais called as “Sainika Swara”.
Vivadi : Inragavarjaswara is called as “Vivadi”. This takes a place of “Enermy”.
Poorvanga: Thelist hart in saptakaiscalled poorvanga. In saptakathe poorva
part that is “sa re ga ma”. This s called “Poorvanga Vadi”.
Uttaranga: The recond part in saptaka is called as “Uttaranga”. Inragathe vadi
Swara, the part of saptaka that is “pa da ni sa”. Thisis called as “Uttaranga”.
Theka: Thaal hasitsownimportant Bholsto exibhit the composition of certain
TabaaBholscomposed according to theunitsof mathras. Each Thad hasitsown
unique composition caled Theka.
Kayda: Thesystematicand structural composition of different Tabaabholswhich
highlights the position of summ), Khaali & sections of Thaal is called ‘KHAAYDHA'.
Thedifferent types of KhaaydhaareAadikhaaydha, Ghatth Khaaydha, Chatursha

Khaaydhaetc.,
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Peshkar : Peshkar is a Paarsi word which derived from the word *Pesh-Karna’
which means “to be presented” by the performer. In asolo performance of the
Tabala the performer has to start his varieties with the ‘Peshkar’, where the
melody of Dagga& Layakaari presented at Madhyal aya.

Tihayi: Thecomposition of Tabaabholswhichisplayed thricefrom any part of
the Thaal and which has to end up on the summ, matra with the bhol ‘dha’ at the
endiscdled Tihayi..

Mulhada: The composition of tablabholswhich ends up on the summ mathra
and it startsfrom themiddle part of thethaal isknown asmukuda. Usually the
composition comprisesof singleAvarthanaor lessthaniit, playedin dhugun &
chougunlaya.

Tukda: Thecomposition of tablabholswhich can be played in dnugun, Thigun,
and chougun which ends up on three aavarthanaand minimum of four maathras.
Palta: Itis derived from the hindi word “Pallatna” which means to change to
composition of Bholsin adifferent combination and permutation of thebasic
structure of Peshkaar, Khaaydha, Rela, Gath Khaaydacompositionin adifferent
patternsusuaglly it isperformed in asolo performance of tabla, which entertain
the histener and a so showsthe e egance of the performes.

Gat : The Predetermined compositions played on Sitar, Sarod etc, instruments
areknowntoasgat. Thesearesmilar to cheez - the compositionsof voca music.
But therewill benowordsor lyricsingats. Each gat havetwo mgor partscdled
Astayi & Antara. Thereare sub divisionseach in both partsknown asManja&
Amad respectively, but these are not included in somegats. Therearetwo major
typesof gats.

Masikhani Gat : - Thesearethetypes of compositions constructed on the base
of strokes- Bol patterns created by masidkhan of 18th century. Masidkhani gats
arefixedinvilambit teetal and beginsfrom 12th begt of talacycle.
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Rajakhani Gat : Thesearethetypesof compositionsthat constructed on the
base of stroke patterns created by Rajakhan of 18th century. Rgjakhani gatsare
fixedin drut teental and beginsfrom 4, 7, 9 or 12th best of talacycle. Thereare
different gat types played in different talaslike Japtal, Rupak, Ektal, Adachoutal.
Thesecompositionsareknown askut bgj or Mishrabani gatsiningrumenta music.
Toda: Thetermtodameansto break. While playing Gatson Sitar, Sarod etc,
ingruments, performersleavethecompaosition and take somesort of improvisations.
Theseimprovisationsareknown astodawhich aresmilar to tansof vocal music.
Todas can befound in different layasalso like double, triple, four timesetc. In
older daysany kind of improvisationslikeaap, Thalaetc,were knownto as Toda-
Alap, Toda Tan, Toda-Jhalaetc. Whileafter performing any toda. There hasto
return to original composition each time, which isknown as patka. Todaand
Palta are relative words that means to breat andto return to the composition
respectively.

Jod: After performingthebegining & non rhythicimprovisiation caled Adap, a
type of rhythic alap without accompaniment will be played on Sitar, Sarod etc,
instruments. Thisrythmicaapiscaled asJod. Thejod adoptsthetempofrom
theMohra- an ending rythmic phrase of dap. Tod hasanimprovisation system of
tempo that endswith asort of Jhaaknown asthonk. Duringtheimprovisation of
jod, various performancetechniqueslikemeend, Gamak, Murki and stroke patterns
likeLadi, Lad Guthave at theending part of jod. After thejod, Gat compositions
are performed.

Jhala: Theinstrumentslike Sitar - Sarod and rudraveenahasfew drone strings
other than mgjor strings. Thelast onearetwo stringsare known asChikari which
areat theend towardstheright hand of performersusingthemain & chikari strings
atypeof continuesrythmic variationsviz, saccc saccc are played in faster tempo.
ThisactivityiscaledasJhaa Therewill beinwardsstrokesonmgor sringsand
outward strokeson chikari strings. Therearefew typesin Jhaacaled assidha

Jhala, ultaJhala, thonk jhalaetc, jhaaisan ending portion of performance.
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Chapter-6
A study of the Gharana’s of Hindustani music

Gharanasystemin Hindustani music playsascientificand important role.
The word Gharana is derived from Hindi word ‘Ghar’, which means ‘The Home’.
Themus cd sensethetermsmeansto acomprehensivestyleof mus c that preserved
by amusica family and passed to generationsthrough blood rd ativesand desciples.
Normdly amusica knowledgethat conservated by atleast three generationswoul d
beconsdered asagharana. Gharanabroodly meanstoamusica tradition.

Themusicd style of each gharanashave speciditiesof their own. These
speciditiescan beseeninfollowing aspects.
Specialitiesin using muisical notes.
The song Bandish.
Raga devel oping methods.
Tan - Boltan system.
SpeciditiesinTda- Laya

o~ DN PE

Each Gharanahasits own distinguished trend in the approach towards
musi ¢ teaching and performance. Each differsfrom others. Thedifferenceof the
musica ideol ogy between every gharanaisided every gharanawork consequedy
tomaintainthat specidities.

The musiciansbelonging to any gharanastrictly passtheir musicto the
blood relativesinfirst preference. Then after senceredisciplesareableto obtain
themusicof particular gharana.

Gharanashavebeen natified through thenamesof placeswherethey initidly
developed. Ex. Gwalior, Jaipur, Agra, Kirana etc, Few noted gharanas of
Hindustani music aredescribed below.
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AgraGharana:-AgraGharanaisoriginally devel oped by Dhrupad musicians.
Sincethere are dhrupad impactsin the performance of thisgharana. Thewell
known system of Nom-Tom of Dhrupad isused in performance of Agrastyle.
Alap-Jodal ap systemisalso derived from dhrupad music only. Alsothereare
Layakari and other dhrupad Angas can be seenin performing theAgrastylemusic.

Ustad Hazi Sujan Khan was the founder of Agra Gharana. Itissaid
that he was contemporary of Miyan Tansen. Inthefollowing centuries Ustad
Nathan Khan & Ustad Fiyyaz Khan were famous musicians of this gharana.
In twenteeth century Ustad Vilayat Hussain, Pt.Jagannathbya, Pt.Shrikrishna,
Ratan Jankar & Pt.Shrikrishna Haldankar are among leading musicians of
this gharana. The founder Ustad Hazi Sujan Khan was Dhrupad singer
himself. At much later this Gharana was turned into khayal tradition.

Gwalior Gharana :- This Gharanawas developed in Gwalior region. Two
musicians Haddu Khan & Hassukhan founded thismusictraditionin Gwalior.
They were stayed under the patronage of Gwalior king thusthe name of their
tradition was attached with the place Gwalior.

The specialitiesof Gwalior music styleare seeninitsAlap, Sapat tan,
boltan and bandishes. Thestyleof performing isexpressvethat includeseffective
ornamentations.

Pt.V.D.Paluskar and his son Pt.D.V.Pauskar, Pt.Omkarnath Thakur,
Pt.Bhaskarbua Bakhale, Pt. Nilkantha Bua, Shankar Pandit, Rajabhiay
Puchwal e, Pt.Panchaxari Gaval, Pt.Puttargy Gava arerenowed musiciansof this
Gharana
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Jaipur Gharana:- ThisGharanawasfounded by Ustad AlladiyaKhan. In his
later yearshe stayed in Kolhagpur of Maharashtra. The speciditiesof thisGharana
are, angingrareand Jod-Ragas, singingin vilambit teenta, no moredrut bandishes,
difficult tans, vakratans, Gamak and Laykari. Themusiciansof thisgharanagives
alarge concentration on voice cutureand breath control.

Famous musicians of thisgharanaare Ud.Manjikhan, Ud.Bhurji Khan,
Smt.Kishori Amonkar, Smt.Kesaribai Kerkar, Pt.Mallikarjun Mansur,
Smt.Dhondutai Kulkarni, Pt.Panchaxari Mattigatti etc.

Kirana Gharana :- Kirana Gharana was founded by Ustad Abdul Karim
Khan who was born in a small village of Madhya Pradesh named Kirana.
He learnt music from his father Kalekhan and uncle Abdul wahid Khan.
Then after he learnt from famous beenkar Ustad Bande Alikhan. Using
meend, a specia style of voice culture are specialities of this gharana. The
music style of this gharana includes importance to Alap, difficult tans and
faster drut compositions.

Famous musiciansof thisgharanaare Smt. Hirabal Badodekar, Pt.Sawai
Ghandarwa, Pt.Gangubai Hangdl, Pt.Bhimsen Johs, Pt.Sangameshwar Gurav etc.
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Sitar Gharanas

SeniaGharana:- Seniagharanaisoriginaed by Miyan Tansenwho lived between
1505 or 06 to 1586 or 89. The Gurukul system of music teaching was existed
prior to tansen descendents of Tansen’s son Bilaskhan & his daughter Saraswati.
Wererecognized themsdf asto seniamusiciansin post tansen period. Descendents
of Bilakhan played Rabab and become popular as Rababia line. Saraswati’s
descendents played Rudraveena andrecognized as Beenkars. Both lineages
continued singing Dhrupad. Any gharanacameinto existance during post tansen
period, hasrootswith senialineage either in any one manner or born from senia
musiciansin 18th century. Masid Khan & Firoz Khan who were seniamusicians
established new gat system on Sitar whichled to popularizetheinstrument largely.
Later samegat - compositionsplayed onsarod. SeniamusicianAmritsen (1813-
1893) established Jaipur Sitar gharana. BandeAlikhan ((1826-1890) who studied
under senia musician Nirmal Shah, established Indore beenkar Gharana.
Gadhadhar chakravarti of 18-19th century learnt from seniaBahdurkhan, stablished
Vishnupur Gharana, Firoz Khan, Namat Khan (who also noted in khaya music),
Sudhar Khan, Masik Khan, wererenowend seniamusicians. Ustad Wazir Khan
& Dabirkhanwholivedin early 20th century werewd | knownand last musicians
of seniafamily lineage. Allauddin Khan (1881-1972) who studied under these
last seniamusicians, have founded maihar Gharana.

Jaipur Gharana:- Japur Gharanaisabranch of SeniaGharana, A vocd tradition
aso existsinthesamename. Rahimsen who wasthe son of Bahudrsen, A senia
musician, moved from Delhi court and settled down in Jaipur court. Rahimsen &
hisbrother Hussain Khan wereleading Sitaristsof that time.

Miyan Amrit sen (1813-1893) wasthe son of Rahimsen. Heisconsidered
to bethefounder of Jaipur Gharana. Two branchesof disciplesof Amritsen have
been developed. The first line of Amritsen’s desciple was developed through his

adopted son Nihal Sen & hissonsFidaHussain & Faza Hussain second linewas
26



developed from Amritsen’s nephew Amrit Khan of Gwalior. Barkatullah Khan
wasafavous Sitar player of histimewho wasdesciple of Amritkhan. Hesettled
in the court of Mysore at hislater years. AshigAli Khan was one among the
famous disciplesof Barkatullah Khan, Ustad MushtagAli Khan wasthe son of
AshigAli Khan of Banaras. He gain fame among 20th century Sitarists. At
present Pt.Debabrat Choudhuri who isadisciple of MushtagAli Khanisone
among leading Sitar players of this Gharana. Another disciple of Amritsen,
Pt.Sudarshan Charya Shastri wasarenowned Sitar player during theearly 20th
century. He wrote a book ‘Sangeet Sudarshan’ on the Jaipur Sitar style.

[tawa Gharana :- Itawa Gharanais also known as Imdad Khani Gharana.
Shahebsing, a Rajput from Gwalior was the originator of this Gharana.
According to the popular story, Sahebsing was rejected to learn music under
famous musicians of Gwalior Ustad Haddu & Ustad Hassukhan who were
ten foundersof Gwalior vocal tradition. Than helistned their music by hiding
himself in a box and learned their music. Later he was accepted by both
Ustads and become muslim. He became favous us Ustad Sahebdad Khan
and later learnt under seniamusician Nirmal Shah & famous beenkar Ustad
Bande Ali Khan.

Ustad Imdad K han (1858-1920) was the son of Sahebdad Khan. Imdad
KhangainedfameasSitar & Surbahar player. Inresult Itawatradition a so become
to knwon asImdad Khani Gharana. Imdad Khan performed allover Indiafrom
King JorgeV and Queen Victoriato Mysore court. Inayat Khan & Wahid Khan
weresonsof Imdad Khan. Both becamefamous Sitar & Surbahar artists. Inayat
Khan had two sons- Vilayat Khan & Imrat Khan who wereleading musicians of
thisGharanain 20th century. Ustad Vilayat Khanisknown for hisinvention of
Gayeki stylewhichisavocal based instrumental style. In Modern age Ustad
Shahid Parwez, Pt. Arvind paritch, Pt.Bima Mukherjee, Pt.BudhadityaM ukherjee,
etc, areamong leading artistaof ItawaGharana. Performersof thisGharanause

adifferent version of Sitar known as Gandhar - Pancham.
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Maihar Gharana:- Maihar Gharanaisthelast onewhich cameinto existancein
indrumenta music. After establishment Maihar Gharanano suchmusica gharanas
cameintovouge. Thiswasfounded by Ustad Allauddin Khan (1881-1972) who
was also known asbaba. Hewas an virtuoso of variousinstruments. Bornin
Shibpur of present Bangladesh, Allauddin left hishomeat very young agetolearn
music. Hetravelled through out Indiaand learned from number of mastersof the
time. Helearnt violinfrom Nulogopal of Kolkatta, Sarod & Sursingar fromAhmed
Ali of Seniagharana. Later helearnt under great senia beenkar and sarodiya
Ustad Wazirkhar. After learning musicfrom variousmastrosAllauddin Khanwas
appointed as court musician at Maihar - asmall state of Madhya Pradesh, where
helivedtill hislast breath and tought music to anumber of disciples. All of his
descipleswere becomewell versed and famous. Ustad Allauddin Khanwasa
virtuoso of variousinstrumentsthat herefined themusic of all instrumentsand
crated anew music stylethat isknown asMaihar styletill today. Hismusic style
that spred through hisdesciplesand led to anew gharana. Allauddin Khan taught
variousinstruments, on which the perfroming stylewas specialy designed to each
instrument. Itissaidthat Maihar gharanaisatreethat givesvariousfruitsin one.

Among the leading musicians of this gharana, Allauddin Khan’s son
Ali Akbar who played Sarod, Daughter Smt.Annapurna Devi who was fisrst
female Surbahar player of the country, Sitarist Pt. Ravishankar, Pt. Nikhil
Bannerjee. Flutist Pt.Pannalal Ghosh, saridiy Smt. Sharan Rani, were notable.
AT present Pt.Partha Chatterjee, Ustad Shamim Ahmad, Pt.Kartikumar and
famous sarid player of Karnataka, Pt. Rajeev Taranath are noted musicians.
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Tabla Gharanas

Ddhi Gharana: Ddhi Gharana, thevery first Gharanaof Tabla, wasfounded by
aMiya Sudhar Khan Dhadi, whyo isoften dso referred it isdebatable, asthere
havebeen smilar pair drumsin ancient Indiacaled Pushkar Vadya. Sudhar Khan
istheearliest available namefound in historical records. Khan, having beena
Pakhawaj player, wasresponsiblefor incorporating Pukhawg bolstothestyle.
Sudharkhan and his descendants contributed greatly to the development of the
Tablelanguage and compositional structuresof the Peshkarsand Kayadas.

TheDelhi Tablestyleisfamousfor itsvast and rich repertoire of Kaydas,
overal thesound quality tendsto focuson avoiding the overuse of loud, resonant
Bayastrokesin favor of lighter more precise strokes. The Bols such asTita,
Tirakita, Dhati Dhage, Dinagina, Ding Dina, and smdl Gats, mohara, are prominent.
Thetemperament and styleof playingisgenerdly soft and esoteric, forefinger and
middle fingers are mainly used and in this Gharana, ‘Kinar’ (corner part of Table)
part of Tableismainly usedto play. Thereforethe playing styleof thisGharanais
also known as “Kinar ki Baj’.

U.Sudhar Khan Dhadi, BugaraKhan, U.Ghasit Khan, Roshan Khan, Kallan
Khan, Tullan Khan, .Sitab Khan, GulbaK han, Mohmad Khan, Bade Khalekhan
.Munir Khan .Natthu Khan , Habibuddin Khan, Ahmadzan Thirkhawa .Amir
Hussain Khan, Mehboob Khan Mirgkar,.Basavarg Bhendigeri arewellknown
Tabaaartistsof thisGharana

Ajrada Gharana: The Ajrada Gharanais traced to Ustad Kallu Khan and
U.MeeruKhan. They weredisciplesof U.Sitab Khan of Delhi Gharana. This
Gharanaisan offshoot of the Delhi Gharana. Thedistinctivenessof thisGharanais
the use of complen Bolsandmeend. ThestressisonAad and Barabar layain
Kayda. It specializes. Inthethreetimepattern. The position of theleft isnot

changed. Butitsfaceistouched withthethumb. Clarity of soundmade possible
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by the propensity for using thefor finger and middlefingersinthetraditiona manner.
TheArjadaGharanastyleincludesbol patternsthat arerather complicated, much
more than does the Delhi Gharana, and for the pupose of thethird fignersare
brought into play aswell. Bolslike Dhyinagina, Ghe Ghe, Tit Kit, Dhagena
etc, are most frequently used. Ajradais most well known for its theme and
variouscompostions(mainly kayadas) aswell asitsbeautiful and balanced Bayan
work. TheKaydasof Ajradaoften havean aditional third lineout of four, thisis
one of the few ‘gifts’ of Ajrada Gharana to the table world.

U.Mohmadi Bhaksh,.Chand Khan , Hassu Khan, ShammakK han, .Abdul
Kareem Khan,.Habeebuddin Khan , Shreedharji, Sudharkumarji Saxenare
wellknown Taba aartistsof thisGharana

3) Lucknow (Poorab) Gharana:- Lucknow Gharana, also known as ‘Purab
Gharana’ is one of the main style in Tabla. It is characerized by the full
usage of the palm besides the fingers, resonant sounds, and the use of ring
and little finger on the Dayan.

The Gharanabranched out of Delhi Gharanawhen thetwo brothersModu
and Bakshu Khan, the third generation of the lineage of Delhi’s Miya Sudhar
Khan, movedto Lucknow, dueto politica disturbancesin Delhi, In Lucknow, the
Nawabsmainly patronised K atha, aclassica danceform of theNorth accompanied
by the Pakhawgj, thestill living ancestor of Tabla.

M odu and Bakshu K han collaborated with the performersof thesearts
and ended up in creating aunique styl e of tablaplaying adopted from kathak and
pakhawaj compositions, the style now being termed as “Khula Baaj” or “Hatheli
ka Baaj”. Among these upgrades, “Gats” and “Paran” aare two types of
compositionsthat are very common in Lucknow Gharana. Thisstylehasalso
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concieved its very own item, known as “Roan” it ansists of extremely fast, delicate
and colourful fillingswithin broad and bold rhythmiclesignsworking asaframe
work. BolslikeDhitaTita, Kdadhatita, Titakata Gadigan, Ghidaan, Takdaan,
oftenusedinthisstyle.

Ustad Mamman Khan, Mahmad Khan, Munne Khan, Abid Khan, Beeru
Mishara,Vgid Hussain Khan, Jahangeer Khan, Sheshagiri Hangal rewellknown
Tabalaartistsof thisGharana

Punjab Gharana: Punjab Gharanaisastyle and technique of Tablaplaying that
originated inthe Punjab region. The Punjab Gharanaisone of themain Tabla
Gahranas. Initidly apakhawaj - playing gharana, the Punjab school was created
inthenineteenth century. Thedistinctivefeaturesof Punjab Gharanaarethestrong
influenceof pakhawgj playing styles. Theexclusivetechniquesfromthe pakhwg
inplaying certain Bol sthereby giving avery virileandmasculinetona quaity. The
strong influence of the Punjabi languagein the pronunciationof bols. Gat - Paran,
Chakradhar GAt, LambchedaGats, Bolslike Ghenat, Dhung Dhung, Ktataan,
are oftenly used performance.

Ustad Fakeer Baksh, Kadir Bhaksh Khan, Karamilayee Khan, Allarakha
Khan,.Zakir Hussain rewelknown Taba aartistsof this Gharana.
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Chapter-7
Forms of Hindustani Music
Sincethebifurication of Indian musicinto two mgjor parts- Hindustani &
Karnataki, there has been anumber of musi ¢ formswerefounded in Hindustani
musi ¢ throughout themedieva period. Somemgor formsof Hindustani musicare
described here.

1. Dhamar: Thisisan early form that was devel oped during moghal period.
Actually it isknown by its of performingin only Dhamar Tala. Themusicin
Dhamar form is very strict in developing methods and limited to only one
tala. The compositions of Dhamar music includes Krishna cult poems and
describing the Holi (Hori) - festival of colours. Thisitisalso known as Hori
music. However some musicologists claimes that both Dhamar & Hori are
different forms.

Dhamar formisknownfor itsLaykari sysemusing of laykarieslike Dugun,
tigun chougun etc. layakari through the words of compositionsisone of the
speciditiesof thisform. AlapincludesNom-Tom similar to Dhrupad. Whereas
Dhamar isaserious musi ¢ form there has no spacefor Khakta, murki & tan stem.
Eventhereisatypeof saragam but it isdifferent than khayal style. Pakhawaz-
Mridangaisused for accompaniment in dhamar.

Thisstylewaspopular untill the 18th century. But after the evol ution of
khayal and due to the strict nature of Dhamar music, it has been declened its
popularity andfell into obscure. But ill itisin useamong few dhrupad traditions
and very rarely heard.
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2. Dhrupad : Dhrupad wasvery famousmusic form during themoghal period.
W lknownmuscanslike Tansen, Baju, Svami Haridasetc. aredhrupad musicians
actudlyitissaidthat dhrupadistheorigind Hindustani music. Theterm Dhrupad
devived from Dhruvawhichmeansimmutable. This senseto theimportance of
vulesinperformingthemusic.

There are conflicting openions about the origin of Dhrupad music.
Some musicologists says that it was an ancient music form. Some
musi col ogists has the view that the king of Gwalior Rgja Mansimha Tomar
wasthefounder of thisform. We can find similar compositions of Dhrupada-
Prabandhas form the age of saragadeva. However king of Gwalior has a
major role in developing dhrupad form.

Dhrupad isaserious music from that elaboratesmainly in choutd, sultal,
Rudratal etc talas. There are no fast compositions used in this form. The
compositionshaspoor sanzasand norma ly longer than khayal bandhishes. There
aresimilarities between Dhrupad & dhamar formsinusing Nom-Tom, Laykari
etc. Pakhawg isthe accompany instrument inthisform. Dhrupad formisalso
devel oped on instruments such as been the Rudraveena.

Therearefour baniesequa ent to Gharanasin Khayal.

1) Gobar Hari Bani 2) Khandar Bani  3) Daur Bani  4) Nohar Bani

Dhrupad wasvery popular styletill 19th century. Duetoitsstrict nature

and raising popularity of khayal form, thishas been gradually lost its popul arity
and went out of fashion. However still therearetraditionskeepingthisformadive.
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3. Thumri: Thumriisaform of musicthat givesimportancetofedingsingead the
musicd rules. Actudly thumri isan difficult styleof mus c becauseof itsminuteand
delicate combinations of notes. Thisisaform that evocagtesthe humanfedlings
likelove, armous, separation, and pathos. Inthumri peformance, theartistshave
theliberty of adopting different ragasin theterm of smilar totirobhava Thumri is
always sung-played in lighter ragas such askari, bhamaj, pilu, Goraetc. Tans
arelessused and thetalas such askehrava, Degpchand, Dadraetc, are predominant
in thumri form. Itisalso apartial dance type where sings use to express the
musicd fedingsvarioushand movments.

There are four stylesin thumri form; 1) Purab 2) Pamjadi 3) Delhi
4) Banaras. These are major places where different styles of thumri have
been developed. In banaras a music festival named ‘Byadhava Mangal’ was
very famous for thumri performances. The music festival includes whole
night thumri concerts in older days Bade maina, Chota maina were famous
for sining in that festival. In modern days Begam actar, Sidheshwari Devi,
Girijadevi, Rasulan bai etc, arefamousthumri singers. Lakhnow was another
magor center of Tumri form. A number of artistsof Lucknow have been contributed
indevelopment of thumri style.

It is said that thumri was invented by Gulamnabi of shori family.
Later it was popularized Ustad; Kadarpiya & lalanpiya who were under the
patronage of Navab Wazid Khan of Lucknow. There has been a number of
thumri singersto be noted such as Bhaiya Ganapat Rao, Bhayashamlal, Soniji
Bade GulamAli Khan, Moujuddin Khan etc, contemporary of twentieth century.
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4. Tappa: Theterm Tappais obtained from Panjabi word Tappana which
meanstojump. Themusic styleof thisformisactually likeajumping from notes
to notes. Tappasongsarefoundin pashto, Punjabi & Urdulanguages. Itissaid
that thismusicform hasoriginwith afolk style- Tapai, of Sindhuregion. However
thesemi-classicd form Tappaisdifferent than Tapa folk music. Itissaidthat the
merchantswhiletraveling on camelsused to sing somefolk songs. They found
that their voice having an impact and vibrations by the footsteps of camels. In
result it hasbecame anew styleof sining which later known astappa

Shori Miyan whos original namewas Gulam Nabi had agreat rolein
popularizing tappa. Hewas contemporary of Asaf Ud Doula, sonof Khya vocdist
Gulam Rasul. It issaid Shorimiyainvented tappaduring histraveling on camel.
Heisthesamefigur who was credited toinvention of Thumri. Shori Miyawrote
anumber of tappasongsin Punjabi language. Thesongsare mostly based onthe
story of twolovers- Hira& Ranja. Later tappawas popularized by MiyaGama
& Tarachand, desciplesof Shori Miya. Shadikhan, the son of MiyaGamawas
under the patronage of RgjaUdit Narayan of Banaras, Thisbanarasbecamea
center of tappa.

During the period of Wajidi Ali Shah of Lucknow, there hasbeen anew
style of khayal became popular, which used aTappaAng. That wasknown as
‘Tappa Khayal’. There are no particular music traditions -Gharans in Tappa form.
But we can see two styles of tappasining - Lucknow & Banaras. They have
impact of Khaya & Thumri respectively.

In Tappasongstherearetwo partssimilar to khayal compositionscalled
Astagi & Antara. Usually Tappaissung in medium tempo. Khata, Murki etc,
ornamentationsarelargerly usedin tappaaways curved ornamentations and tans
aeusedtodevelop theraga. Thereareno sapat & simpletansareused. Gamte
isusualy used in descending order. Tappaisadifficult stylethen all other music
formsand limitedto few Ragaslike K ati, Banavaetc, thusthereonly few artists
seenwho sing only tappas. DEevji Buaof Dhar isoneamong them. Sharshandra
Arolkar of Mumbai in anotther noted artist of tappa. But we can find many artists

who sing tappaasasecondary formin theri performances
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5. Tarana: Taranaisconsdered asapart of Khaya. Inthismusicformthereare
no words used, instead “Nom, Tom Tananan, Da, Dirdir, Dani, Tadani, Yalali etc,
meaninglesssyllabusareusadto sing. Taranaissunginamost dl Ragasof Khaya
music as a secondary part after Vilambit & drut elaborations. It isusualy in
Madhya& Drut layas of few popular talas.

Itissadthat taranaformwasinvented by Amirkhusor of 12-13th century.
Hewasagreat musican himself. Possibly heinitiated to use meaninglessword
syllablesby theimpact of instrumentd performance. Somemusicologistsclams
that Amir Khurso hasnot known Indian languages, so heused to sing asong with
asort of meaninglesswordsthat |ater becameanew style- Tarana.

In modern daystaranaisused to practicethetoung movements. Thought
snging taranasyllablesfaster, singerswill get easinessin snging notations & tans.
In many taranacompositions Tablaor pathwa boleswereasousedtosingin
between.Ustad Bahadur Hussain, Tanras Khan, Kathu Khan, etc, werefamous
aranasingers. Inmodern days Nissar Husain Khan wasafamoustaranasinger.
Apast formkhayd compositions, every khayal sngersuseto singtaranasinthere
performance as secondary part of performance.

6. Gazal : Gazal isatypeof semi classica music. Whosesongsarein Urdu &
Hindi languages. Gazal songsnarratesthestoriesonlove& armous. Thosealso
mainly objected tolove & separation fedings.

Gazal angersarewd | versedinHindi and Urdu languages. Gazd artistes
aregpart fromcdassca sngers. Sometimeclasscd sngersasousetosing Gazds.
Theoriginof Gazal formisunclear. Sometimesitisclaimed that Gazal hasits
rootswithKawali. Gazal songs are mostly composed in Rupak, Pashto,
Deepchandi, Kenrawa& Dadaraetclighteversontaas. Itisnever sunginvilambit
tempo.

GulamAli, Mehdi Hasan, werewell known Gazal singers. At present

Hariharan is one among leading artists of thisform.
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7. Kawali : Itissaidthat thismusica form wasinvented by Amir Khusro who
wassuphi saint himsdlf. Sincehistimethismusic hasbeenlargdly used by suphis..
Kawali singersarealso foundin other religionslike Hindu. Kawali songsare
composed in Hindi, Urdu & Pharsi languages. Shayani - means stopping the
rythem and singing some parts of song non rhythically, isamajor distinguished
characterigtic of Kawali form. Dholak ismostly usedinthismusicstyle. The
songshasreligious, Loveaffection etc, objects. Accompanying with clapping by
co-atistsisanother mark of Kawdi. ItissunginKawali, Kehrawa, DadraThalas.

8. Light Music: Lightmusicisaformthat includesmainly thepeomsof modern
poets. Thismusicform hasnoredtrictionslikeinclassica artistsarefreeto choose
and mix ragas,.talasand variousinstruments. Light musicisateammusicwhere
therearemany ingrumentalistsincluding dectronicinstrumentaist d so take part.
Thisformmainly concentrate on thetype of peomscalled Bhauget, whichincludes
the various stories like love, armous, nature suparaction, social and other
contemporary subjects.

9. Filmy music: Filmy musicisaform that developed during 20th century.
Filmy music hasitsrootswith NatyaSangeet - A drama, theater music. Initialy
dramamusic wastaken rolein cinema, later cinemamusic become aseparate
version by adopting variousinstrucmentsfromword music. It hasno restrictions
of choosing any raga, instrument or changing them. Initially actorswereuseto
singthemsdf but later anumber of singersentered the Filmy musi ¢ as playback
singers. Composer and music arrangershaveabigroleinthismusic. Inmodern
daysit hasbecomealargest industry becauseit requiresal kind of expertsincluding
singers, instrumentaists, recording engineer, music arranger, director composer &
writers. K.L. Shegar, Ashok Kumar, Mohmad Rafi, LataMangeshkar etc, were
renowned singersin Indian filmy music. Noushad, R.D.Burman, A.R.Rehman
etc, are notable composer and music directors to be noted among hundres of

Indianfilmy musicians.
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10. Folk music: Actually folk musicisapart of daily lifeinrura aswell asin
urban areasthroughout India. Folk music appearsinal regionand dl languages
of thecountry.

Folk music isnormally passed to generations through oral traditions.
However it could be found in writer form in modern period. Folk songs
narrates the stories of saints, warriors, patriots, lovers and a so the nature,
rivers and socia behaviors etc, folk music isasimple type of music that has
ano theoritical restrictions. The instrument used in folk music are normally
duff, Dhole, Chimta, Ektara, Jhanj etc, smple versions. Many folk music
formsincludes dance and or acting/ story telling.

Folk musicisusedinal stuationsof daily lifelike grinding the seeds, baby
borntime, eveningrest time, rdigiousfestivas, holi and many activitiesagriculture.
Actually folk music cannot be considered as apart of Hindustani music. But
considering few relationsof Hindustani music through adopting folk tuneslike
Mand, Pahadi, Tiland, Bhoop etc, Ragasitisrelated to our music.

Timmawa Gudisagar isone among noted folk musicians of Karnataka.

Dr.Nagegouda is one among the researcher who contributed largerly to
conservation of folk music in Karnataka.

38



Chapter-8
Autobiographies
1. Vocalists
Pt. Mallikarjun Mansur

A great musician of our country, who ruled the
music world for morethan half acentury. Histalent
wasvery gredt, but thelifestylewasvery smple. He
is literally a “Sangeetha Chakravarthy”. Music to him
isworship to God. He was a perfectionist of ‘Swara’
and ‘Laya’. Pandit Mallikarjun Mansura was born on
31st December 1911in avillagecaled Mansur five
Kms. to thewest of Dharwad Dist. A century back,
his fore fathers settled in Mansur. His father was
Bheemarayappaand mother Nedamma. Hewas thethird son out of eight children
tohisparents.

Hisfather arranged Drama, Music, Doddatain hisvillage, whilethe mother
Neelammaatreasure of *Janapada’ music. The home environment gave an impetus
tolearn music. After his primary education, he came to Dharwad for higher
education. Here hejoined adramacompany. He performed rolesof Dhruva,
Prahlad, Narada, ashisvoicewasvery sweet. The dramacompany moved to
Hubli, Athani, then to Bagal okote. Once NeelakantaBuvavisited thedramaat
Bagaokte. Hewasgreat musician of Gwaior Gharana. Hewanted Mallikarjuna
to learn more. He took him mirg the permission of the elder brother of
MallikarjunaMansura, was only eleven yearsold then. For six yearsNedlakanta
Buvataught him in mastering the shastreeyamusic.

Sri.Mallikarjun Mansuracame back to Dharwad from Mirg to the Drama
company. But due to five accident of the drama company, Sri.Mallikarjuna
Mansur gave musical concertsal over Karnatakalike Hubli, Dharward, Gadag,

Haveri. By thishimtheH.M.V. company recorded most of thissongs.
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Later Sri.MdlikarjunaMansur arrived to Bombay where he camein contact
with great musicians like Sri.Manji Khan Saheb a specialist of Jaipura’s Gharana
music aswell ashisbrother Ustad Allah DiaKhan. They taught himfor two years
dueto death of Manji Khan Saheb. Another son Briju K han continued to teach
musicfor severd years. By thistimethenameand fameof Sri.MdlikarjunaMansur
spread to every nook and corner of the country. He bacame famous as Pandit
MadllikarjunaMansur of Gharanain Gwalior. Jaipur andAthrovli.

Pandit MallikarjunaMansurahasgivenA.l.R. programmes over aperiod of
sixty years. In 1979 Karnataka University appointed him ashonourary Director
for PG coursein Karnatakamusic. Heworked asHon. Professor. Heworked
as music Director for the Kannada movies ‘Sambhanda’ and ‘Chandrahasa’.
Sri.A.N.Krishnaraya and Sri.Basavanal influenced Pandit M.M. to sing *“Sharana
Vachanas”. He popularised Vachana Sahitya with full devotion; hence called
Vachana Sahitya Shilpi. Sri.Pandit Mdlikarjun Mansurahasdesciplesviz; Pandit
Panchakshara Swamy, Matti Gatti, Smt.Neelamma Kodli (daughter) Prof.
Rajshekar Mansur (Son) Pandit Siddarama Jambal Dinni, Prof.Rgjiv Purandhare,
Dr.Shankar Mokashi Punekar, Smt.Gangubai Hanagdl.

Sri.Pandit MallikarjunaMansurahas been awarded with aDoctorate degree
from KarnatakaUniversity and Padmashreefrom Central Government, Kalidasa
Sampanmula prashasti from Madhya Pradesh. Dueto long illness Sri.Pandit
MallikarjunaMansurabreathed hislast in hisnative place Dharwad.

Gana Yogi Panchakshari Gavai

Sri. Pandit PanchaksharaGavai isoneof thefourtuner of Karnatakainthe
field of Hindustani Music. Sri. Gavai’s original name was Gadigayya, borrn on
2nd February 1892 at avillage called Kadasettyhalli in Hanagal Taluk. Hewas
the second son of chirentimath Gurupadai ah and Neelamma, couple. Hiseldest
brother was Gurubasava. Boththe brotherswerebornblind. It wasgreat worry

for the parents, but it was a God’s gift to the society.
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Both thebrotherswereborn with gifted voice
though they were blind which was the God’s will. The
art of music was God given and the people were
mesmorised by their singing. Any auspiciousday of
thevillagewasblessed with their singing. They were
expertsinreproducing whatever songsthey listento.
Both were expertsin playing the instruments like
Maddale, Tabala, Sambala, Karadi Mgjlu. Village
heads suggested their parentsto get musiclessonsto
their boys by suitable guru. But they werevery poor and it wasdifficult to meet
both ends.

Itisnaturd that the desciplegoesin search of guru. Butit wasvise-versa
inthiscase. Sri. Hangal Kumar Swamiji wason avisit to Kadasettyhalli onthe
occasion of “Sri. Hakkala Basaveshwara’ fair. On that occasion the boys gave a
great concert, Sri.Kumar Swamiji was so pleased with their talentsand suggested
Sri.Gurupadaiah to handover the children to him so that hewould arrangefor their
musiclessons. Though the parentswere sad of their seperation, but were happy
that they would become musicians. The children were brought to Sri.Kumar
Swamiji’s math as Hanagal. That was the time of South-Indian music propering at
North-Karnatakaareas.

While searching for the proper Guru Sri.Swamiji came acrossonefrom
Tanjavoor and he was appointed as Guru to teach South-Indian music for the
children. The Guru tought them with love in swara. Shruti, Vernaetc. But
Tanjavoor guru had to return dueto climate conditions. Thelessonscameto
stand - ill. Sri Hangal swamiji once again appointed one Sri.Bheemrayappa of
HarappanaHalli as music teacher; who also retunred to his place because he
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could not adjust to the climatic conditions. Further Sri.Gadigaiah of Shiralakoppa
was appointed and thetwo brotherslearnt music for eight long yearsand retunred
toHanagal. Kumar Swamiji was immensely happy about the children’s progress.
But brothers were eager to learn more and were ready to proceed to Mysorefor
further learning. But agreet tragedy struck and the e der brother Gurubasavadied
of cholera. Swamiji and the boy Gadigaiah were shocked at thisinstance. But
Kumar Swamiji consoled the boy and guided him to fulfil hisaim of becoming
fulfledged musician.

The boy was sent to Mysore, the centre for South Indian music andwas
patronised by Mysorekings. Sri. Gowrishankar Swamiji accommodated the boy
GadigaiahinhisAshram. Andwished tofix Sri.Bidaram Krishanappafor further
learning. But thisdid not happen. Sri. Bidaram Krishnappaarranged onepitilu
exponent Venkataramai ah of the blind school of musictoteach theboy. Accordingly
theboy Gadigaiah learnt for four years, whereit becameeasy for himtolearnfast
with prior strong foundartion and became an expert musician.

Sri. Gadigaiah’s name spread far and wide as Mysore’s great musicians
recognised and appreciated hismusic. Oneamong them wasgrest Veena Seshanna.
Sri. Gowrishankar Swamiji was immensely happy and enjoyed “Tatwa pada and
Vachana’s” sung by Gadigaiah. But he was renamed as ‘Panchakshari’ by his
Guruashedid not likehisnameas Gadigaiah.

At thesametimean All India4th Veerasaivaconference was organised at
Bagakote. Sri. Kumaraswamiji arranged his concert at the conference. Sri.
Panchakshari sangwith full devotion and it was approuded by oneandall. Sri.
Kumar Swamiji officially named him as ‘Panchakshara Gawai’ at theconference
and the name became popular.
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By the time Panchakshari retunred to his native, Hidnustani music was
popularisedinNorth Karnataka. Great music scholarslike Sri.Abdul Kareemkhan,
Sawai gandharwaetc, spread Hindustani music and their gramaphone records
werevery popular. After listeningto them Sri.Panchakshari Gavai wasattracted
to Hindustani music and expressed hisintentiontolearn. Accordingly Sri.Kumara
swamy also accepted hiswish. Ustad Abdul Waheed K han was appointed to
teach Hindustani musicto Sri.Gawai a ShivayogaMandiraonamonthly saary of
Rs.150/-; U.A.W.Khanwasagreat exponent of KiranaGharaniyaand hewas
thefirst gurufor Sri.Gawai. But theguruWaheed Khan returned to Lahoreashe
could not adjust to theclimate.

At that timeNedakantaBuva, agreat Hindustani musician belonging to
KarnatakaHoleAlur, who wasaso called Mirgkar, asheresided at Mirgj was
invited by sri.Kumar Swamy to Shivayogamandir, asmusi ¢ teacher to Panchakshar
Gawai. Hetought himfor threeyears. BesidesBelagavi RamakrishnaBuvaVae,
Babu Rao Ranesenior artistsa so coached Gaviawho by hard practiceand devotion
transformed asgreat Hindustani musician.

Sri. Gawai alsolearnt tabala; he being an exponent of both Karnatakaand
Hindustani styles of music became ‘Ubhaya Gayana Charya’, called Pandit
PanchaksharaGawai. Asper thewish of Sri.Kumar Swamiji Sri.Gawai remained
asAjanmaBrahmachari and devoted hislifetimeto educate orphansand blind
children. Hetaught music, Drama, puranato hundredsof children. Hea so started
mobilemusic school, travelling from one placeto another.

Onthepreciousday of BasavaJayanthi (1914) Sri.Kumar Swamiji started
‘Kumareshwara Krupa poshita school of music and literature’ at Shivayoga Mandir
at Nidugundi Koppabranch of Dharwad district, RonaTauk. Sri.Panchakshara
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Gawai became the head of the school. Sri.Gawai’s name and fame spread for and
wide. Large number of students joined the school. He also started ‘Sangeet
Natak Mandal’ andacted in Drama’s and earned to clear the old debts of the

company.

Further arich desciple of Gawai namely Sri.Basari gidada Veerappa
donated the land and constructed Veereshwara Punyashramaat Gadag for Sri.
Gawal andmade him head and organiser of theAshrama.

Sri.Panchakshari Gawai became amode to the nation not only to Karnataka,
served hiswholelifetimeto ensuremusi ¢ to the society comprised of blind dalits,
orphansandilliterates.

A great personality like MahaGanaYogi Panchakshari Gawai breathed
hislaston11thJune, 1944. Many matter have designated him with great
felicitationshonouring him as: GanaVisharada, GanaKaanidhi, Sangeet Segara,
Sangeeta Sudhanidhi, Gayaynacharya, Sangeeta Samrat, Ubhay Gayanacharya,
LalithaKala pithamaha, Ganayogi etc. Sri. Pandit Panchakshari Gawai isa
“Yuga - Pravarthaka”, a great chetana of our nation. Gawai’s esteemed desciple
pandit Doctor Puttaraj Gawai has established Panchakshara Sangeeta Maha
vidyaayain Gadag.

Pt. Kumar Gandharva

Sri Pandit KumaraGandharwaoccupiesone
of the top position in Hindustani Music. Bornin
Karnatakahavingtravelled all over Indiagot settled
in outside Karnataka, Kumara Gandharwa is the
foremost. Hehasdonearevol ution by hisindividual styleof givingaspecia blend
of “‘Janapada’ with ‘Bharateeya Shastreeya Sangeet’. Thus set amodel to younger

generation, out of hisown lifeachievement and research.
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Such agreat musician wasborn on eighth day of April 1924 (08.04.1924), in
village called ‘Sulibhavi’ of Belagam Dist, belongs to Jangama sect of Kamkalimath.
Hisfather Siddaramaiah, mother Gurusiddavvahad alot of interestin classica
music. Hewasencouragedtolearnmusic. Hehad sweet voi ce, hencerecognised
at anearly age.

His origina name was Shivaputraiah. However he was called Kumara
Gandharwaisfollowed by an yogic episode.Once Shivaputraiah, asix year boy
gave a concert on the day of ‘Bharta Hunnime Jatra’ at Sri Channabasaveswara
templeat Ulavi. Hismystieconcert at an early agetantelised theaudiencesaswell
as Sri.ShanthaveeraM ahasvamy of Gurumath of GulbargaDist. Heblessed him
as ‘Kumara Gandharwa’.

He practiced musi ¢ under the guidance of hisfather, sometimesby hisuncle
Kallaiah Swamy. At theageof five, hegaveapublic perfformanceinmusicinthe
presence of Sri. Mruthyunjaya Swamy of Davanagere. No oneof hisage could
give such aperformance. In 1930 Kumara Gandharwaleft his native placeto
Negihd, |ater after two years shifted to Amatur of Bylahonga aagain to Belgaum
where he met Ustad M aheboob K han, aveteran of tabalaprayer. Both father
and son travelled through Dharward, Davanagere, Hubli, Gadag, Sri Kumara
Gandharwa was honoured as ‘Chinna Gandharva’ by Sri.Garuda Sadashivaraya.

Hewasinfluenced by the musi ¢ records of Abdul Kareem Khan, Meheboob
Khan, Panchakshari Gavai, Hira Bai Badodhekar. In 1934, he got a good
opportunity a theage of tenyears, amusic concert at Allahabad. Inthisprogramme
Sri. Tgl Bahadur Saffru presented agold chain to KumaraGandharva. Another
gold chain wasalso presented to him by afollower of Swami Vivekananda. Then
they moved from Cal cuttato Agra, Karachi, Nagpur and to Bombay.

In Bombay he was introduced to famous singer and professor of music
B.R.Devadhar. Sri.KumaraGhandharwa stayed with Sri.Devadhar for twelve
years, amemorableva uabletimeisaperfect professiona hegrew in hisgurus

abode; had contact with grest musiciansof that time. Hegot married to Smt.Bhanu
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Kamsa of Mangalore. She was alsoa desciple of Prof.Devadhar’s music school.
Oneyear after the marriage KumaraGhandharwawas affected by lung desease.
Unfortunately hewasbed-ridden for fiveyears. But heutilised thistimetowrite
music literature. He thought of creating a Sangeetha Sahithya to ‘Bhajans’ of
Kabirdas, Suradas and Meera Bai. This book called “Anupama Vilasa” contains
107 poems, 17 own compositionsand 12 mixed Ragapoems.

The news of Sri.Kumara Ghandharva’s health condition reached the ears of
Sri.RamaBhaiah Danthe of Indore (M.P). He made arrangementsto cure his
disease. In 1948 ahouse wasbuilt at Devas. He recovered by the change of
environment and by peoplewho loved around him. Hebrought inachangeinthe
field of Hindustani music and started in 1959 school of music called “Kumara
Sangeetha Academy”; which has produced many reknowned musicians. By the
time Sri.KumaraGandharwahasbegun to sing again, hiswifedied whichisabig
strokefor him. Hegot married againto Smt.Vasundhara Srikhande of Gokarna.

At the centenary celebration of Sri.Mahatma Gandhiji’s programme,
Sri.Kumara Ghandhawa composed “Gandhi Malhara” His other compositions of
ragasare: Lagan Gandhara, Malavathi Bahumate Bhairava, Sanjari Maghava
Rahi, SahelaTodi, BhihalaBhairava, Magasuram, Ahi Mohini and Nandiyari
Sri.Kumara Gandharwa gave a unique programme; ‘Savan’ to AIR Bombay
Dooradarshan, describing therainy season of sravana. At Delhi onhis60th birthday
(08.04.1984) Sri.Y.V. Chandrachud, Chief Justice of India, conferred him atitle
‘Thribhuvana Sangeetha’ and presented him with a purse of Rs.One Lakh Fifty
oneThousand. Sri.KumaraGandharvawashonoured by Central Government as
‘Padma Vibhushana’; Kendra Sangeetha Academy Puraskar as Sangeetha
samshodhaka, Vikram, theUjjain University honoured himwityh Doctorate Degree,
Sangeetha Ratha, Gana Sudhakara, and got Kalidasa sanman from Madhya
Pradesh.

Sri.KumaraGhandarvabreathed hislast on 12th day of January 1992 inhis
residenceat Devasdueto heart attack. The Government of M.P. has sanctioned
ascholarship amount of Rs.50,000/- inhisname.
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2. Sitar artists
Ustad Vilayat Khan

Ustad Vilayath Khan was born in Gouripur
of Bengal on 28 August, 1928. His father Ustad
Inayat Khanwasrenowned sitarist of the country at
histime. Initidly helearnt from hisfather and made
hisfirst recording a theageof 8. But hisfather Inayat
Khan died when hewas at the age of nine. Vilayat
Khan continued hissitar study under hisuncle Ustad
WahidKhan. Heasolearnt fromvocalist hismeternd
grandfather Hasan Khan & hismother BashiraBegum
that he adopted thevocal style on sitar which becameto known as Gayaki Ang.

Ustad Vilayat khan gavehisfirst concert at al Bengal music conferencein
Kolkatawhich defined asdectrifying Star. He hasgiven hundredsof performances
worldwide. Morethan 65 recordingsof hissitar performancewere made and
brought himfame. Ustad Vilayat Khan wasa so agreat Surbahar player. Hewas
also amusic director who composed music for few cinemas. One among their
was Jalsaghar of Satygjit Roy becameafamous cinema. Hewasalso apoet and
wrote classical bandishesunder thetitleNath piya.

A number of awardsand honorswere presented to Ustad Vilayat Khan.
But hewasturned away fromreceiving them. Government announced Padmashri,
Pdmabhushana, Sangeet Natak academy award and Padmavibhushanato him,
but herefused to receivethem. Pt.Aravind Parikh, Kayani Ray, Benjamin soms,
Tushar Bannerjee, Amar Raskar & son Sujat K han are among notabl e disciplesof
him. Ustad Vilayat Khan died on 13th March 2004.
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Pt.Nikhil Bannerjee

Pt.Nikhil Bannerjeewasbornon 14th
October 1931 inabrahminfamily of Kolkata.
He was fascinated by sitar at his early age
through listening to hisfatherssitar playing.
Initidly helearnt fromhisfather and wonAll
India Radio competition at the age of nine
andjoined AIR asayoungest artist ever. He
studied sitar music from Ustad Mushtak Ali
Khan & BirendraKishor Roy Coudhury for
someyears. Hewasimpressed by themusic of Ustad Amir Khan at hisyouth. At
his 16th age hewent to learn under famous sarod maestro BabaAllauddin Khan
of maihar gharana. Helearnt for many yearsunder Babaand later learnt under his
son Ustad Ali Akbar & doughter Smt.AnnapurnaDevi. Through theregorious
practice of morethan 16 hoursper day, Pt.Nikhil Bannerjee became agreatest
Sitar player of thecountry.

Pt.Nikhil Bannerjee performed in hundreds of concertsworld wide. He
wasas mpleand calm natured artist. A number of hisrecordingswere published
by famous companiesgave himfame. Hisperformancesof Lait, PuriyaKayan,
Malkouns, ShudhaBasant and other ragas become popular in classical music
fidd.

A number of awards& honoursweregivento him by Government & other
organizations. Some of them are Padmashri, Sangeet Natak Academy Award,
Padmabhushan etc., Hewas al so worked as Professor in Ali Akbar college of
music. Pt.Partha Chatterjee is one among the famous disciples of Pt.Nikhil
Bannerjee. Hedied on 27th January 1986.
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Pt. D.R.Parwatikar

Pt. D.R. Parwatikar is popularly
known as swami Parwatikar Maharg. Born
in Guledagudda of Bagalkot district of
Karnatakaon 16 January 1915. Hisfatherwas £
Ramarao and mother Sitabayi. He passed

Bachelor degreein science.

Dattatrey .Parwatikar initiated Sitar learning under hisfather. Hed solearnt
under Shri Prahladrao and Swami Nadanand Bapuiji. He was married and had
two children before adpting the sanyasa.Hetook sanyasain his 30th ageand went
to Himalayas. Where swami Parwatikar stayed around twenty-fiveyearsin a
smdl ashraminBadrinath and achieved themusica and spiritual height.

He was a more saint himself who also wrote musical and spiritual
collections. Heinitiated anew systemin Raga classification which henamed as
Nadanandasystem. Theclassificationismore similar to Carnatic music Raga
classfication.

Pt. D.R. Parwatikar modified anew typeinstrument called Dattatreya
Veenaor DattaVeena. It isacombination of Veena, Sitar and Swaramanda. Itis
sayed that hewas a so aVeenaplayer thushis performance stylewasafollowed
way of Nom-Tom system of Rudraveena.

Intheyear 1951 The H.M.V compeny had recorded hismusic. He has
been honored by the President of IndiaDr. Babu RajendraPrasad, for lifetime
achievement. He founded The Raghavendra Mision, which is now working
thgroughout the country and have number of branches.

Swami Parwatikar Mahargj left his body on 22 nd October 1990 at
Pune. Hewas honored with Nadayogi, VeenaM aharg etctitles.
49



3. Tabala Artists
Ahmed Jaan Thirakwa

Thirakwa Khan - Sahib was born
to a family of musicians in 1874 in
Moradabad in Uttar Pradesh state. Although
hisearly musica training wasin Hindustani \ :
voca andthe Sarangj, hisintrestin Tablawas R L
aroused when he heard Munir Khan. He became Munir Khan’s disciple at the
ageof 12. For alongtime, he played Tablain the court of the Nawabs of Rampur
and during thistime, camein close contact with the maestroes of Agra, Jaipur,
Gwalior and PatiydaGharana. Bothvocdistsand instrumentalists. Onvery few
occas onsherendered Bandishesin hisown voicebut thiswasonly inthe company
of extremely close compatriotsand admires. Asan accompanist, hewasequally
loved respected and admired. By hispeers, eldersand juniorsall of whomwere
not from theschool s of classcd music. Onenoteworthy artistein thiscategory of
admireswasthe great Rabindra Sangeet exponent SuchitraMitra.

Thename Thirakhwaisnot actualy hisoriginal name. But wasanepithel
he earned from his guru’s father. One day,while watching him practice, his guru’s
father remarked. That he played so well his fingers eemed to be ‘Shimmering’ on
the Tabla. This earned him the nickname “Thirakwa’. Itis also rumored that his
tonewassmilar to thethunderous cracking sound of lightning. A greet lightningis
sometimes described as ‘thirakwa’. He performed at regular intervals in almost
all themusic conferencesin various parts of theadmiration. Ahmad Jaan was
famousfor hisinterpretation of the wide ranging potterns of the beat - cycles
which heliberally tought to hisdisciples. A few number of hisliverecordingsare
now availablein audio - visual form that include excerpts from his different
programmesover theyearsand which also provide glimpses of hismastery over
percussion. Thirakwawas awarded the Sangeet Natak Academy Awardin 1954
and the Padmabhushan in 1970.




U.Ahmadjann Thirakwa, during hislong carrier asamusician, trained
many disciplesdl acrossindia. PX. Laji Gokhale, famousvocdist of AgraGharana
Pt. Jagannath BuwaPurohit, Pt. Narayanrao Joshi, Pt.Bhai Gaitonde, Pt.Bapu
Patawardhan, Shri.Anand Shidhayeand Rashid Mustafaare someof hiswell known
shagirds. U.Ahmad Jaan’s unique style continues to attract many Table players of
present generation including Zakir Hussain, Chandrakanth Shastri and Anindo
Chatterjee.U.Ahmad Jaan Thirakwa Sahib died on 1976 Jan, 13 in Lucknow.

Samata Prasad

Pt.Samata Prasad was an Indian classica
musician and Tablaplayer from the Banaras Gharana.
Hewastheson of Pt.Hari sunder, dsoknown asBacha
Mishra, hisgrand father was Pt. Jagannath Mishraand
hisancestorsincluded Pt.Pratap Maharg), a so known
asGuda Maharg Pt.Samata Prasad was born on 20,
July 1921, in Kabir Chaura, Banaras into a family
steeped in the tradition of Tabla and Pakhawaj of
BanarasGharana. Hisprdiminary tadim (training) beganwith hisfather, wholied
when Samata Prasad seven. Thereafter he took the discipleship of Pt.Bikku
Maharg), himself adisciple of Pt.Baldev Sahai and begun to practisefor long
hoursdally.

Samata Prasad gave his first major performance at the ‘Alahabad Sangeet
Samaroh’ in 1942, where he impressed the musicians present there, and soon
established himself asan accompanist aswell asasoloi <.

Throoughout his career, he performed in various partsof India, such as
Kolkatta, Mumbai, Chennal and Lucknow. Heal so represented the Indian cultura
team whileabroad, in such places as France, Russiaand Exinburgh.
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He also played the tabla in Hindi films like, ‘Jhanak Jhanak Payal Baje,
Meri Surat Teri Ankhen, Basant Bahar and Sholey’. It is believed that music
director, S.D. Burman postponed the recording of the song “Nache more manwa
magan tikta dhigi dhighi”” being sung by Mohd.Rafi in the film Meri Surat Teri
Ankhen until thearrival of Pt.Samata Prasad from Banaras. He was awarded
Padmashri in the year of 1972, and received the *“Sangeet Natak Academy Award”
in 1979 and the President scholarship in 1987. He acheived the “Padma Bhushan”
in1991.

Disciples- among hisnoted disciples are Pt.BholaPrasad Singh, Patna,
ShashankaBakshi, Nitin Chatterjee, Naba Kumar Panda, Rahuldev Burmna,
Gurmit Signh Virdee, Partha Sarathi M ukherjee, Satyanarayan Vashist and his
son Pt.Kumar Lal Mishra, now anoted tablaplayer himself.

HediedinMay 1994 in Pune, India. Hewason avisit to Puneto conduct
acoaching workshop organised by Naad Roop. Theworkshop was asuccess,
but Panditjee’s unexpected demise left a permanent scar on the minds of those
who attended theworkshop.

Pt.Sheshagiri Hangal

Pt.Sheshagiri Hanagal, one of the country’s foremost tabla maestors. He
was born on 10th October 1922 at Dharward. Their family isthe traditional
music lineage. Pt.Sheshagiri was born as handicape, but hewasinterested in
music. Accordingto hisinterest, hisfather joined him
to that time famous tabla player Mr.Krishna Rao
Hangal. Sheshagiri commenced hiseducation with
Mr.KrishnaRao Hangd, Mr.Ramrao Hangd whoisthe
brother of Mr.Krishnarao a so teached the tablato
Sheshagiri. he went to Mumbai which is the Indian’s
cultural capital, for more learning. He got

apprenticeship of Pt.Narayan Rao whoistheshishya
of U.Jahangir Khan and also got the proficiency in
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Tabla. He aso get the knowledge by Pt.Lalagjee Gokhale, who isthe shishya
(student) of U.Ahmad Jaan Thirakwafor few years.

Pt.Sheshagiri Hangd practiced various Bgsof tabla, beginningly with his
father and four great tablaplayers. Now heisoneof thedignitary tablaplayerin
thecountry. Withthereward of hard work heisoneof thetopmost tablaplayer in
thegraded artist. Hewas handicapped buthis hindrance did not affected hislife.
Pt.Sheshagiri Hanagal is the brother of India’s famous Hindustani musician
Dr.Ganguba Hanagal. He gave best tablasaath to hissister Ganguba Hanagd.
They weremadefor each other. He gave continuoustablasaath to hissister and
also gave tabla saath to India’s famous musicians. He also erudition in his
independent tablasol o performance.

Heused to play Lucknow and Purab Gharanawith variousbolsof Delhi,
Ajaradaand Punjab Gharanain tabla. He gave hisfirst solo performancefor
Mumbal Radioin1949. It attracted the many audience. All IndiaRadio opened
itsDharwad stationin 1951, hejoined with amodest starting salary of Rs.120/-.
He worked as ‘A’ grade artist in All India Radio Dharward from 1951 to 1983.
Now heisretired. He gave programmesin different placed of the country and
aso earned nameandfame. In 1952 he gavetablasaath to Dr.Ganguba Hangd in
All IndiaRadio musi ¢ conference which was gained more popul arity and histabla
programme were published in different radio stationsand T.V. media. healso
gavetablasaath with Dr.Gangubai Hangal in Internationd level.

Pt.Sheshagiri Hangagal isacreativeperson. Heinvented new Tadai.e.,
named as “Indira Taala”, which includes 9 1/2 matras. he composed style of
“Ganga Chalan” and he also composed different peshkar; Kayda, Teka,
Chakkradhar gat in Table. Pt. Sheshagiri Hangd hastrained many disciples. Someof
them are Mr.Soorg Purandare, Mr.RavindraYavagal, Prof. Sanjeev Potdaar,
Prof.Gopal krishna Hegde, Ramesh Joshi, Ramachandra Upadhyay, Shripad
Mulagund, Vinayak Patil, Mr.Nagesh, Yatrik and Ajay Hanagal whoistheson of
Sheshagiri. Pt.Sheshagiri Hangal received many award and honour. Hereceived
“Karnataka Kala Tilaka” from Karnataka Nrutya Academy, and awarded
Karnataka Rajyotsava. Inthe name of Pt.Sheshagiri Hangal, the “Vijaya Institute

of Music’, Bangalore gives scholarship to 3 tabla students every year.
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Chapter-9
Contributions of Great Musicians
1 Jayadeva

Jayadevaisaprominent namein thefield of literature and music. He
contributed alot to the Indian cultural zone. Asapoet, musician and agreat
composer. Hebornin thevillage Kendulaof Bengal and heisassumed aslived
between 11th and 12th century. Thegreat Vaishnavasaint Shri.Yashodananda
washisguru.

During hischildhood only, helost his parentsandmooved to Jagannathpur
he wrote “Geeta Govidna” the greatest and everfamed prabandha, which has
been trand ated not only in variousIndian languagesbut soin English, German
and Latin. Jayadevahimself composed the compl ete prabandhawith directing
particular Ragaand Talafor all astapadis. Geeta Govindawill be presentedin
‘Prabandha Gayana’ style, which was famous in the past. It describes the romantic
mevementsof Lord Krishnaand hisbel over Radha

2. Sadaranga-Adaranga

Sadarangaand Adarangaarethe pen namesof Nyamat Khan and hisson
Firoz Khan respectively. Nyamat Khan was a famous been player in king
Mohammad Shah’s Durbar of Delhi. The life time of them is assumed as the first
half of 18th century. Originally they were Dhrupad artists. They had written and
composed thousands of khyal bandishs.

Amir Kusro wrotethe khya bandishsin beginning andlater sultan Hussan
Sharki, Bajbahadur, Chanchal Sen and more asowrotethekhyals. But none of
them got king’s favour. Sadarang and Adarang had wrote the khyals by inserting
the name and appreciation of kind ‘“Mohammed Shan Rangeele” and got a great
success. Thousandsof beautiful, emotiona and meaningful khya bandi shes, written
by Sadarang and Adarang are very popul ar even today.
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3. Pt.Vishnu Narayan Bathkhande

Pandit Vishnu Narayan Bathkhandewasbornin 1860 at VVal ukeshwar of
Mumbai. Hewaseagerly interested inmusic by hischildhood only. He continued
hisacademiceducation and music practicesmultaneoudy. Hegot theinitid training
inmuisc by hismother. 1n 1887 hehad completed LL.B. Hetravelled aroundthe
nation and consulted many moregreat musicains, scholarsandartistsand colletected
avast knowledge about Indianmusic.

A number of bookshad been written by Pt.Bathkhandein English, Hindi
and Marathi. His pen namewas ‘Chatura Pandit” few of his books are”Shree
Mallakshya Sangeetam”, “Kramika Pustaknalik”. He published periodicals on
music and literature also.In 1916 Pt.Bathkhande had organized ahuge music
conferencein Barodawith the acceptation of kind Sayyajirao Gailkwad to design
astrong and common logic and texturein both theory and practical partsof music.
He introduced his own notation system (SwaraTala Lipi Paddhati). He had
established “Madhav Sangeet Vidyalaya” in Gwalior, music college in Baroda,
“Bathkhande University” in Lucknow. Shri. Krishna Narayan Ratanjankar
RajabhayyaPoochawalewerehisdisciples. Hediedin 1936.

4, Pt.Vishnu Digambar Paluskar

Pt.Paluskar was born in an arthodox lineage of Kurandawad of
Maharashtrain 1872. Hewasattracted towards music since hischildhood only.
Helost hiseyesightin anaccident. So hediverted from hisacademic studiesand
dedicated hiscompletelifefor music.

During that period, thestatus of musicianswasvery critical. Pt.Paluskar
had decided torender hisserviceto solveal these problems. Hetravelled around
M aharashtrawith hisdisciplesand proclaimed theimportance and impact of music.
He worked a lot to promote music and musicians. Pt.Balakrishna Bua
Ichalakaranjikar washisguru.

He had introduced his own notation system (SwaraTalalipi paddhati).
He wrote “Sangeet Bala Bodha, Ragapravesh, Rastreeya sangeetetc, and published
a periodical, named “Sangeetamruta Pravaha”. he started “Akhila Bharateeya
Gandharva Maha Vidyalaya” in Lahare, which is very popular and is engaged in
providing effectivemusictraining. Thisinstitution hasanumber of branchesall
over India Hedied in 1931.Pt. Omkarnath Takur, Pt.Devdhar and his son

Pt.D.V.Pauskar and many morefamous musicianswere hisdisciples.
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Chapter-1
Essays
1. Music and Psychology

Theknowledge, activities and the experience which rel ated to the mind
andintelligencearethethemes of psycology. Psycology isnothing but the study of
emotions, interna fedingsand characteristics of man through hisouter features
and activitieslogically. Psycology blendsthe emotionsand outer activities.

Musical sound awakensthe senceor internal feelingsby inspiring the
auditiveorgan. Thisisthepsycological attitude of music. Wecan concludethat
thedifferencein oscillation numbers (AndolanaSankya) of sound will givedifferent
exeprerience likerelaxness, mellowness, roughness and softnessetc, by scientific
view. According to western musi col ogists, sounds by different andolanasankhya
(oscillation number) will be experienced by different duration. For example. As
per Mr.Seashore’s reasearch the sound of 128 oscillation number takes 0.09
second, sound of 256 0. number takes 0.07 sed, sound of 394 takes 0.04 sec.

The volume of the sound depends onintensity of sound or strike. The
effectsof sound on mind and heart will make effectsa so ontheblood circulation
and will be converted as emotions. Music could be expressed by amusicianin
twoways. Oneby theinspiration of mind and intelligence, and another by his
mechanica knowledgeinmusic.

Themusic whichisexpressed through the psycol ogical inspiration will
becomeabl eto attract theaudienceimmediatdy. But themusicwhichisexpressed
through mechanical knowledge only, though melodious could’nt reach the root of
mind and heart of the audience. Common peopledo not listen classical musicfor
long timeeven mel odious. Becauseit isso restricted by therulesand terms. But
they enjoy dl typeof light musicformslikefolk music.

Theartist who hasagood fedlings, experienceand technical knowledge
will alwaysbe successful. Heisableto do the audienceinvolve completly in
musc.
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“Ranjako Jana chittanam sa Raga kathi to budhai”

The above said quotation by the scholars saysthe musical composition
whichwill pleasethemindiscalled Ragaor tune. Thusthe pleasureby themusic
doesthemind berelaxed. Asper the statementsin yogashastrathe mindwhichis
relaxed and out of al excitement becomes calm and achievesthe concentration.
Criticism - Musical psycology

As the emotions and techniques are to be blended in an artist, the
educational leve, ability, expereience, sentiments. Skill, social statusand state of
mind all thesefactors determine the capacity of an audiencein percepting the
pleasureof art.

Aslong asthe hidden fedlings of theaudience are not awakened. Untill
themusic never becomesingpirative. Inmusic both theartist and audienceplay an
important role to artist and audience play an important role to immerse in
“Nadabrahma”. The audience also must be emotional and perceptive by his mind
for thispurpose. Making theinfluence of the sentimentshiddenin Swaraand
Layaon manmindisthe psycol ogical intention of music.

2. The Role of Music in Society

Society isnothing but the associationa life system of mankind. Wemay
realisetheimpact by the changesin human desire, and the changesin hisfedings
andthinking stylewill reflect onsocid lifeaswell asonthemusic during that time.

If werefer the history, we may cometo know that music was used only
for the purpose of achieving the eternity andreverene of God invedic period. So
then itwas royal in it’s status. Vast and deep in the them by it’s characteristic. The
musica instrumentswhichin usethenwereaso convenient for that style.

L ater the purpose of musi ¢ had been gradually changed by theimpact of
changestaken placein thehuman mindand society. Theluxuriouslife system of
kingsand the encroachment of foreign ruleand culture had effected on our society,

cultureaswel asonmusc.
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Themusicwhichwas used to pleasethe God andeternity in past had been
used to pleasetheking. The changes continued inthelater daysandthen music
had been usad for theromantic expression. So mus cbecameatool of entertainment.
So the purpose- styleandthelyricsof musichad | ost the splendidnessand turned
towardsloveand passion. It showsthe human tast during that period.

Musi ¢ had the eterna motto during the period when vedagayana, Grama
murchana, Jati gayana and prabandha gayana styles were in use. When the
Dhrupad. Dhamar stylesintroduced, the music had been used for the delineation
of mighty and heroism. Thusthesenceof musicturned from devotionand reverence
totheheroism.

Intheperiod of khyal, Tumri, Tappanalight music, the purpose, theme
and the lyrics of music were meant for the description of love and passion.
Alterations al so taken place among the musical instruments according to the
expression of particular music styles. For examplesitar, Tablaandmoreinstruments
had been invented on the basis of veenaand mrudanga.

Folk music of different communities and different localitiesrepresents
the tradition and the culture of those people and places. The system of
presenting the particular musical compositions (both the vocal and
instrumental) in various circumstances like religious festivals and trades,
inaugural and validictory functionsof al programmes, birth, marriageand al the
celeberd movementsisan oldest trade. We can seetheexpression of al emotions
like devotion, excitment, pleasure and sorrownessby music. Thusmusichasa
specid and prominent placein the society asamediaof emotiond epressionsand
entertainment by itsvarieties.
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Chapter-11
Taala Rachana Siddhanth

Taalaisthemeasurementsof timein (music) singing, playingand dancing.
Thetime cycle, when set to beatsand divided into bars, getsaname.

For example:- Teentalaand Jhap Taal etc.

Inwords, measured rhythmical timeisTda. Inmusic, talaisgivetheposition
of father. Talaincludes Tekha, Pettu, Vibhaga(division) Matra,Hus, Sam, Varna
and so on.

Tala is produced bythe association of ‘Kaala’and ‘Mana’. ‘Tal’is the
root word of Tala. The measurement of ‘Kaala’ is basedon the action of sound
and silence in Tala. Moreover the meaning of Tala is coined as “Shiva-Shakti’
(Ta-Shivaand La-Shakti). Sincelong yearsthed ements of Tdaisbased on Laghu,
Guru, Pluthaand so on. This three words are the letters of ‘Matrakaala’.

According to Hindustani system, Tala is originally based on ‘Chatushkla’.
Inliteratureinnumerabletalasareformed by different layaswith referenceto the
divensification in “Chandassu”. This tala is further composed mainly on the basis
of threetheories, they are;

1.  Vibhageerkarana(divisonsystem).
2. Husi’sposiition.
3. Choiceof Bols.

1) Vibhageekar ana :- Variousdivisionsaremadefor perfection when matras
areendorsed. InNorth Indian music, thisdivision systemisframedinsucha
manner that, it includesminimum two matrasand maximum fivematras. According
to therequirement when divisionsare changed tal asa so get altered.

EQ:- In 14 matras Dhamar, Adachautal, Deepachandi, Pashto, etc, are several
taas.
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2) Position of Husi:- Husi’s (Khali) place is formed to show sam’s positionin a
clear way. Generally Husi’s place is kept in the middle, which means when tala’s
almost half matras are ended, Husi’s position comes into existance. This process
may befurther segregated by two matrasin all talas.

EQ:- Teetala, Dadara, Keharwa, Jhaptala, Dhamar and so on.

When Tala’s matras are divisible by two, half matras are ended on Husi’s
place is kept upon, when it has a close support. For this, ‘Gajajumpa Taal’ of 15
matras arethe bestexampel .Inany tala, if more than one Hus isto be placed both
Husi’s cannot to placed one after the other.

3) Choiceof Bols:- Tabla’s Bols are selected according to the song seriousness
and unsteadiness through which varieties of talasmay beformed. For serious
songs ‘Khulla Bol’ and Khayl, Bhajan and other songs “Band Bol’s are opted. If
possiblein Tekhadefferning rhythemisto be shown in each and every matrasand
it to be observed that Dhrut Layatoo can be beater inthe same Tekha. Inmatras
relevent Bolsmay be assiciated before sam to beautify the best matras.
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Practical Section- Vocal

That -
Varjyaswvara-
Jdi -
Komal swara
Vadi -
Samvadi -
Gana Samay-
Aroha -
Avaroha -
Pakkad -

Swaralipi

ga ma ga sa
mo V ra mo
0
ga ma ga sa
mo V ra mo
0
ma dha ni sa
cha bi li na
0

ga ga ga ga
ka hu mki a
0

ni ni ni ni
ya Vbi da
0

sa maga ma ga

chalivV ja
0

Raga Malakauns
Bharavi
Rishabh (re) and Pancham (pa)
Oudhava- Oudhava
Gandhar (ga), Dhaivat (dha) and nishad (ni)
Madhyam (ma)
Shadja(Sa)
[11rd prahar of night.
Sa ga ma dha ni sa|
Sa ni dha ma ga sa|
ma ga ma dha, ni dha maga, sa|

ChotaKhyal Dhrut Teental

Shai
ni sa dha ni sa ma ga ma ma ma ga ma
Vramu se ka ha ta ja Vta mu kha
3 X 2
ni sa dha ni sa ma ga ma ma ma ga ga
Vramu se ka ha ta ja Vta ata
3 X 2
Vsagasa dha ni dhama ma maga ma
Vra cha li pa ta san ga Vta mu kha
3 X 2

Antara
ma ma dha ni saVsasa gani sasa
khi ya ra s li Vma na bha Vye V
3 X 2
sa sagasa dha madhani dha mama ma
sun Vda ra va V u kha laVyeV
3 X 2
Vsasasa dhani dhama mamagama
V ta sa ba sa khi ya sa V tha ma kha
3 2

X
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Tha
VarjyaSwara
Jti

Komal Swara
Vadi

Samvadi
GanaSamaya
Aroha
Avaroha
Pakkad

Swaralipi

ni sare pa
jaVijaVv

0

ni sa mare
aa ba mo re
0

re re re ni
Vgayi la
0

ma pa ni pa
Vo na bi na
0

pa pa pa pa
ta ra pa ta
0

Raga M adhamad Sarang
- Kadfi
- Gandhar (ga) and dhaivat (dha)
- Oudhava- Oudhava
- nishad (ni)
- rishabha(re)
- panchama(pa)
- Il1rd prahar of day.
- sare mapan saj
- San pama re saf
- remapa, ni sa, ni pamare, ni sa|

ChotaKhyal

Shai
ma Vre re ni ni sare
revyVvyV he V kha ga
3 X
ma V ma ma ma Vre ma
kan V V V ta V pa ra
3 X
sa sa sasa ni ni ni pa
vaVVvyV ka he do V
3 X

Antara
sa sa sa sa sa ni pa ma
mo V he V ka la na pa
3 X
pa pa ni ma pa pa re sa
hai Vji ya raVyvVvyV
3 X
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Teental

sa sa sa sa
vaVvVVv Vv
2
pani ni pa
de VVsa
2
ni re sa sa
vo ni se V
2

ma pa ma ma
rataha V

2

ni sare pa
javijaVv

2



That
VarjyaSwara
Jdi
Tivrasvara
Vadi

Samvadi
ganasamaya
Aroha
Avaroha
Pakkad

Swaralipi

ni pa - re
pi ya Vki

0

pa - pa pa
mo V ha li
0

pa pa sa sa
ka va na ja
0

pa ma ga pa
na V hi pa
0

RagaYaman
- Kalyan
- Pancham (pa) inaroha
- Shadhava- Sampoorna.
- madhyam (ma)
- gandhar (ga)
nishad (ni)
1st prahar of night
ni re ga ma dha ni saj
sa ni dha pa ma ga re sa||
niregare, sa, pamagare, sa|

Chotakyal

Shai
-sagare ga- - ma
Vnajari yaV Vja
3 X
ma - gare sare gama paV
yo V. ma na preVW VYV
3 X

Antara

ma ma dhadha ni resa sa
ta na aa ba ka r yeV
3 X
re - sare sa sare gama pa V
re Vmo he chais W V na
3 X
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Teental

- ma dha ni
V du bha ri

2

maga sare sa
ma V bhaV ri
2

dhani re sa VvV
av VIi V
2

re re sare sa
ye ka ghaV ri
2



That
Varjyaswara
Jdti

Komd swara
Vadi

Samvadi
ganasamaya
Aroha
Avaroha
Pakkad

Swar alipi

Sagamapa

shya V ma sun

0
ni ni sasa
da ra sa bi
0

ma ni dha ni
so V ha ni

0

sa ga maga
ha ra ran ga
0

ni ni sasa
da ra sa bi
0

Raga Khamaj
- Khamaja
- Rishabha(re) inaroha.
- Shadhava- Sampoorna
- nishad (ni)
- gandhar (ga)
- nishad (ni)
- lInd prahar of night.
- Sa ga ma pa dha ni sa|
- Sa ni dha pa maga re sa||
- ni dha, mapa, dha, magal|

ChotaKhyal Dhrut Teental
Shai
gamani dha nisanisani dha mapamaga
darabana mavWlIi VvV ke V sa khi
3 X 2
ni sa ni_dha ga ma sa ni dhapamapamagamaga
naV Viji ya Vtara sav W ye V
3 X 2
Antara

sa- ni sa sa - sasa ni sa ni dha
su Vrata mo V ha ni mu Vra ta
3 X 2
sani dhapa gamapa dha ni ni sa-
ki V cha bi mo V ma na ba s sa khi
3 X 2
ni sani dha gamasan dhapa mapa ma ga
naVViji ya Vtara savraVv hi V
3 X 2
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That
Varjyaswara
Jdi

Koma swara
Vadi

Samvadi
ganasamaya
Aroha
Avaroha
Pakkad

Swaralipi

ni nisasaV
garavvaV
0

saV V sa
joVp V

0

pa pa pa ma
chatu rasu
0

ni ni saga
ko V na de
0

pa sa V dha
sa da Vran
0
sasagaV
vo na ke V
0

Raga Bhimpalas

- Kéfi

- Rishabha(re), Dhaivat (dha) in aroha
- Oudhava- Sampoorna
- Gandhar (ga) and nishad (ni)

- Madhaym (ma)

Sadja (sa)

IInd prahar of afternoon

- ni sagamapani sa|

Sa ni dha pa ma ga re sa|
ni samaga, pamaga, maga re sa

Chota Khyal
Shai
ni dnapaV  VgaVma
ha ra va VvV V da Vrun
3 X
dha V pa V gaVpaV
yvaVaV ve V.anV
3 X
Antara
nipagama papan V
gharabaV lamuvaVv
3 X
VresaV ni ni sasa
VsajaV bi la mara
3 X
pa V pa V ga V ma pa
Vga ko V jaVyasu
3 X
re Vsasa ni ni ni sa
kaVnabha nakavaV
3 X
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Dhrut Teental

pa - sa -
g VmaV
2
gagare sa
ga navaV
2

saVsaV
mo VraV
2

ni dha pa V
hi lavaVv
2
gaVre sa
naVvoV
2

V dha V pa
reVmayV

2



That
Varjyaswara
Ji

Komd swara
Vadi

Samvadi
GanaSamaya
Aroha
Avaroha
Pakkad

Swar alipi

SaVn sa
Pa-ya la

0

sa-sare
jha na na na
0

sa re ma pa
pi ya se mi
0

ma ma pa pa
bi ra ha -

0

dha V dha sa
An Vaga an

0

pa ga ga resa

sa dha V ranV

0

RagaJounpuri
- Asavari
- Gandhar (ga) in aroha.
- Shadhava- Sampoorna
- Ghandhar (ga), Dhaivat (dha) and Nishad (ni)
- Dhaivat (dha)
- Gandhar (ga)
- lInd prahar of day.
- Sara ma, pa dha ni sa|
- sa ni dha pa ma ga re sa||
- ma pa, ni dha pa, dha ma pa, ga re sa|

ChotaKhyal Dhrut Teental
Shai
dhamapadhamapa ga - re ma ma pa pa -
ki - JhaV nV ka V ra ba rani yaV
3 X 2
ni dha pa mapa ga-resa re - sa -
ba Vie W ka VseV mo Vre V
3 X 2
dha ni sa - gagaresa ni sadhama
la na ko V jaVvVwoV a bama Vv
3 X 2
Antara

dha dha ni ni saVsasa ni ni sasa
se - ta na ta Vpata pa ta ha V
3 X 2
- sasasa sarega re sa ni sa dha pa
V aga sa ba lav V. gara hi VlaVv
3 X 2
re - sa - ni ni sanisare ni dha pa -
angi VleV UthatajiWw vyaVhuV
3 X 2



Practical section - Sitar
Raga Yaman Drutgat - Teental

Astayl From 7th Matra X |
PPMM|G-GR-RS|NDDNR|G-GR|GM
Manja From 7th Matra X

PPMM|G-GR R SINDDND |P- M D|NRGR]
G MM DN|SNDP|MDDPMI|GM
Antara- From 7th Matra X

PP MM | G- GR -R S|GMMDN|S-NR|S-
ND|NRRGR|SNDP|MDDPM|GM
Alap - From Sam of Astayi

L G -R-|NS

2 M- G -|RS

3. N - R -|NS

4 P M GR|S -

Tan - From Sam of Astayi

1 GR GI\I/I PM GR | SN S

2. GR GM ND PM|GR S

3. GR MG PM DP | MG RS

4 GM DN SN DP| MG RS

Jhala- From Sam

G-G-R-R--|S-5--S--S5--|

N- - -D- - -N- - -R- = - | G- - -G - -G- - -G~ - - |

N-- R -Ge = M- - - | P- - -P- = -P- - -P- - - |

Tihayi - From Sam
SSNN |DDPP|MMGG|RRS | x 3 Times
NRGR |G-NR|GRG-|NRGR |G
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Raga Jounpuri, Drutgat - Teental

Astayi - From Khali X
SRRRRM|-PMP|D-MP| G-RS
Manja From Khali X

N S RS|NSDN|SRMP|G-RS|

Antara-From Khali

M MM MM P| -D-N| S-S S| RNS-
N SS R S| N-DUP|MPPDPI|G-R
Alap - From Sam

1. G- - -]1]R-S-|

2 R- MP|G-R S|

3. SRM-|-PD P|

4. PDN S |D - P - |

Tan - From Sam

1. DPDPMPDP|MGRSR S|
2. SR SR MP DP |DP MP MG RS|
3. SR MP DN DP |MP DP MGRS]|
4. SR MP DN SN | DP MP MGRS|
Jhayala- From Sam
D---M-P-G---RS|R---5--5--5--|
N---S--R---M---|P---P---P---P---|
M---P---D---N---|S$--5--5--5 - -]
R---M---G---R---|$--5--5--5--]
Tihayi - From Sam
SSNN|DDPP|MMGG |RRS - | x3Times
N-SS|R-M-|P-C- [x3Times
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Raga Malkouns Drutgat - Teental

Astayi - from 7th Matra X
GG MM | G GS-SN|SD-N|S-G-|MD
Manja- from 7th Matra X

GG MM | G GS -S N | S D
G MM D N|SNDM| GMM G S|IN S
Antara - from 7th Matra X

GG MM | G GS-S G|MD -N|S-D N|S-
Amad- from 7th Matra X

DN |SGEMG|SNDN|DMM GM |G

Alap - from Sam

. S - G - | NS
2. S - D - | NS
3 M - G - | N S
4 S G M G| S -

Jhala-from Sam
$S-5--5§-5--|N---5--G--5--|
D---D---D---D---| D---N---5--G-- - |
M---M---M---M---|G---M---D---N---|
$--$--$--S--|N---5--5--5--|

Tihayi - from Sam

SGNS|DNMD|GMSG | SNS- | xTimes
D-NN|S-G-|M-C- | x3Times.
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Raga Bhimpalas, Drutgat Teental

Astayi - from Sam

X 0

P-PM | GMMPM |G GR -R S| G M |
Manja- from Sam

P- P M | PNS - | P NN D P |
N DDPM |GMM PM |G GR G M |
Antara-from Sam

P - P M | GMM P-|GMM PN|]S NN SS |
Amad- from Sam

NS GM |G GR -R SINDD PM |G -R S|
N SG M| P - NS| GMP-| N G M|
Alap - from K hali

1. P-M -] G-RS |

2 G-R- | SNS- |

3. G -M- ] GRS- |

4. N -S - | G- M - |

Tan - from Khali

1. GMGMGMPM|GMGRSN S|

2. GMGMPDPM|GM GRSN S|

3. NSNSGMGM |PM GM GR S|

4, NSGM PN SN |SN DPMGRS|
Jhala-from Sam
P---M---G---R---|S$--5--5--5 - -
N---S--G--M---| P---P---P-- -P- - - |

N---S--G---R---|S--5--5--5--|
Tihayi - from Sam
SSNN | DDPP|MMGG | RRS- | x 3 Times
N-SS| G-M- | P-C- | x 3 Times
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RagaMadhumad Sarang - Drutgat Teental

Astayi - from Khali X
SRR NS|-R-P|M-PM | RRS- |
Manja- from Khali

S RR NS | -N

X
PN | S-SR |MPRM |
PNN SN|PMRM]|P

|
|P- MP| RRS - |

Antara-from Khali X

MPPRM |-P-N]|]S - S R|SNS- |
P NNSR | SNPM|RMMPM]| RRS- |
Alap-from Sam

1. M-R-|] NNS-|

2 M -P-| MRS - |

3. P-M- | RNS- |

4. N -P - | MR S - |

Tan - from Sam

1 MDMDRMRM |SRSRSN S|
2. SRSRSRMP|MPNPMRS|
3. MPNSNPMP|RM PM RR S|
4, SRMRMP|MPNPNS|
Jhala-from Sam

N---S--R---M---|P---P---P---P---|
M---P---N---N---|§--5--5--5--|
N---§S--R---5--|N---5--R---5 - -|
Tihayi - from Sam

SSNN | PPMM | RRSS |[NNS-| x 3 Times

N-SS|R-M- | P-C-| x 3Times
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Raga Khamaj, Drutgat Teental

Astayi- from Khali X
S GGMP]|]-PGM |P-D-1]GMG- |
Manja- from Khali X

G MM PD | NSDN|PDMP| GMG - |

Antara- from Khali X
S GGMP| -PGM | PDD NP| DNS - |
S GGRS| NSDNJ|PDGM | G-RS |

Alap-from Sam
1. G-M-] G-RS |
2 GMPM|] GRS - |
3 N-D- | GMG - |
4. S -ND | PM G - |
Tan -from Sam

1. PDPDMDMP|GMPMGRS|

2. GMPDNDPD|PMGMGRS |

3. PDNSNDPD|PMGMGRS]|

4. NSGRSN S|ND PM GR S|

Jhala- from Sam
P---M---G---R---|S--5--5--5 - - |
N---S--G---M---|G--G---G---G---|
N---S--G---M---| P---P---P---P---|

Tihayi - from Sam
NSNS |DNDN |PDPM | MDMP|GMGM |GMPM | GMGR | SNS-|x3
N-SS| G-M- | P-C- | x 3 Times
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Other Tala Gat: Raga Bhimpalas - Rupak Tal
Astayi - from Sam

X X
PPP| M PP|GM | GRS |NSS| G M |
Manja- from Sam

PPP| M PP|GM | GRS | NS | ND |
PNS | NS | GM | PNSNDP|NDPM|RG -M|

Antara-fromsam

PPP |GMM | PN| SSS | NN S| ND |
Amad- from Sam

PPP| N S| R S| NDVP|M P|GM|
GRS |N SS| G M| PNSNDP|IND PM | BG -M|
Alap - from 4th Matra

. MG |-RS|PPP
2 N S| -GM| PPP
3 NDJ|-PM | PPP
4, G -|G M| PPP

Tan from 4th Matra
1. M-PPGM |GRS|PPP
2.  SNNDP|M-GGRS|PPP
3. N-SSGM|PN S| PPP
4, S-NN DP | MPGM | PPP
Jhala-from Sam
P---P---P---|M---G---|R---5 - -|
R---R---S--|N---S--|G---M- - - |
P---P---P---|G---M---|P---N---|
S--S$--5--|M---G---|R---5 - -
Tihayi from sam
SSNN DD PPMM PP|NN DD PPMM |GG RR S- |x 3Times
N SSGMP|x 3Times

73



Practical Section - Tabala

I) Talaswith Demostration
Roopak Tala:-

Thistalahasseven matras. Itisdividedinto three sectionshaving 3, 2, 2
matrasin each. 1,4 and 6 matrahasBhari or Pettu. First matraissam.

Some musi cologists considered that first matrahas Khai or Hus.
1 2 3 4 5 6 7
Ti Ti Na Dha Na Dh Na
X 2 3

Choutala:-

Thistdahas 12 matras. Itisdivided into six sectionshaving 2 matrasin
each. 1,5, 9and 11 matrahasBhari or Pettu, Khali or Hus isin3and 7 matra.
First matraissam.

1 2 3 4 5 6
Dha Dha Dhn Ta Kita Dha
X 0 2

7 8 9 10 1n 12

Dhin Ta Tita Kata Gadhi Gana
0 3 4
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Deepchandi :-
Thistaahas 14 matras. Itisdividedintofour sectionshaving 3,4, 3,4

matrasineach. 1, 4 and 11 matrahasBhari or Pettu, Khali or Hus isin 8 matra.

First matraissam.

1 2 3 4 5 6 7
Dha Dhin S Dha Dha Tin S
X 2

8 9 10 1 12 13 14
Ta Tin S Dha Dha Dhn S
0 3

Jhaptala:-
Thistalahas 10 matras. Itisdivided intofour sectionshaving 2, 3, 2, 3,

matrasineach. 1, 3and 8 matrahasBhari (Pettu), Khai (Hus) isin6 matra, First

matraissam.
1 2 3 4 5 6 7 8 9 10
Dhee Na Dhee Dhee Na Tee Na Dhee Dhee Na
X 3 0 3
Teentala :-

1 2 3 4 5 6 7 8
Dha Dhn Dhn Dha Dha Dhn Dhn Dha
X 2

9 10 1 12 13 14 15 16
Dha Tin Tin Ta Ta Dhn Dhn Dha

0 3
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Kehrawa:-

Thistalahas8 matras. Itisdividedintotwo sectionshaving4 matrasin
each. First matrahasBhari or Pettu, Khali or Hus isinfifthmatra. First matrais
sam.

1 2 3 4 5 6 7 8
Dha Ge Na Tin Na Ka Dhin Na
X 0

DadraTala:-

Thistalahassix matras. Itisdividedintotwo sectionshaving 3 matrasin
each. First matrahasBhari (Pettu), Khali (Hus) isinforthmatra. First matrais
Sam.

1 2 3 4 5 6
Dha Dhin Na Dha Tin Na
X 0

Ektala:-

Thistaahas 12 matras. Itisdivided into six sectionshaving 2 matrasin
each. 1,5, 9and 11 matrahasBhari (Pettu), Khdiisin3and 7 matra. First matra
issam.

1 2 3 4 5 6
Dhin Dhin Dhage  Tirakita Too Na
X 0 2

7 8 9 10 1 12
Ka Tta Dhage  Tirakita Dhin Na
0 3 4
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2) Dugun and Chougun

Dadra Tala
Matra: 1 2 3
MulaLaya: Dha Dhin Na
Dugun: DhaDhin NaDha TinNa
Chougun:DhaDhinNaDha TinNaDhaDhin NaDhaTinNa
4 5 6
Dha Tin Na
DhaDhin NaDha TinNa
DhaDhinNaDha TinNaDhaDhin NaDhaTinNa
Kehrawa
1 2 3 4
Dha Ge Na Tin
DhaGe NaTin Naka DhinNa

DhaGeNaTin NaKaDhinNa DhaGeNaTin NakaDhin Na

5 6 7 8
Na Ka Dhin na
DhaGe NaTin Naka DhinNa

DhaGeNaTin NakaDhinNa DhaGeNaTin NakaDhin Na

77



Roopak Tala

1 2
Ti Ti
TiTi NaDhi NaDhi
TiTi NaDhi NaDhi NaTi Ti NaDhi Na
4 5 7
Dhi Na Na
Na, Ti TiNa Dhi Na Dhi Na
DhiNa TiTi NaDhiNaDhi Na, Ti Ti Na Dhi NaDhi Na
Jhaptala
1 2
Dhee Na
DheeNa DheeDhee
DheeNaDhee Dhee NaTeeNaDhee
3 4 5
Dhee Dhee Na
NaTee NaDhee DheeNa
DheeNaDheeNa  DheeDheeNaTee @ NaDheeDheeNa
6 7
Tee Na
DheeNa DheeDhee
DheeNaDheeDhee NaTeenaDhee
8 9 10
Dhee Dhee Na
NaTee NaDhee DheeNa
DheeNaDhee Dhee NaTee, Na DheeDheeNa
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Choutal

Matra- 1
Theka- Dha
Dugun- DhaDha
Chougun- DhaDhaDinTa
3 4
Dhin Ta
KitaDha DhinTa

TitekataGadigana, DhaDhaDinTa KitaDhaDinTa

7
Dhin
DhaDha
DhaDhaDhinTa

9
Tita
KitaDha
TitaKataGadi Gana

1
Gadi
TitaKata
KitaDhaDhinTa
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2
Dha
DinTa
KitaDhaDinTa

5 6
Kita Dha
TataKata Gadi Gana
TiteakataGadiGana
8
Ta
DhinTa

KitaDhaDhinTa

10
Kata
DhinTa
DhaDhaDhinTa

12
Gana
Gadi Gana
TitakataGadi Gana



Deepachandi

1 2 3
Dha Dhin S
DhaDhin SDha DhaTin
DhaDhaSdha DhaTinSTa TinSDhaDha
4 5 6 7
Dha Dha Tin S
STa TinS DhaDha DhinS
DhinSDhaDhin SDhaDhaTin STaTinS DhaDhaDhinS
8 9 10
Ta Tin S
DhaDhin SDha DhaTin
DhaDhinSDha DhaTinSTa TinSDhaDha
11 12 13 14
Dha Dha Dhin S
STa TinS DhaDha DhinS

DhinSDhaDhin SDhaDhaTin STaTinS DhaDhaDhin S

Teentala
1 2 3 4
Dha Dhin Dhin Dha

DhaDhin DhinDha DhaDhin Dhin Dha
DhaDhinDhin Dha Dhu Dhin DhinDha DhaTinTin Ta TaDhin Dhin Dha

5 6 7 8
Dha Dhin Dhin Dha
DhaTin TinTa TaDhin Dhin Dha
DhaDhin DhinDha Dhu Dhin Dhin Dha DhaTinTinTa TaDhin DhinDha
9 10 11 12
Dha Tin Tin Ta

DhaDhin DhinDha DhaDhin Dhin Dha
DhaDhinDhin Dha Dhu Dhin DhinDha DhaTinTinTa TaDhin Dhin Dha

13 14 15 16
Ta Dhin Dhin Dha
DhaTin TinTa TaDhin Dhin Dha

DhaDhinDhin Dha Dhu Dhin DhinDha DhaTinTinTa TaDhin Dhin Dha
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Ektala

1
Dhin
DhinDhin
DhinDhinDhaGeTirakita
3
DhaGe
Too Na
DhaGeTirakitaDhin Na
5
Too
DhaGeTirakita
Too NaKaTta

7
Ka
DhinDhin
DhinDhinDhaGeTirakita
9
DhaGe
Too Na
DhaGeTirakitaDhin Na
11
Dhin
DhageTirakita
Too NaKaTta

2
Dhin
DhaGeTirakita
Too NaKaTta
4
Tirakita
KaTta
DhinDhinDhe GeTirakita
6
Na
DhinNa
DhaGeTirakitaDhinNa

8
Tta
DhaGeTirakita
Too NaKaTta
10
Tirakita
KaTta
DhinDhinDhaGeTirakita
12
Na
DhinNa
DhaGeTirakitaDhinNa



3) Badal Thekas

Tin
Teena
TeeNa
DhaDha
TeeNa

Ka
Ka

Dhin
Dhin

Na Na
Kee Na
Kee Na
DheeNa
Tita

Na
Na Na

NaNa Kadhin Naka DhinNa

DadraTala:-

1) Dha Dhin Na Na Dha

2 Dha DheeNa Geena Dha
3) DhaGe DheeNa GeeNa DhaGe
4) DhaTi DhaDha TeeNa  TaTi
5) DhaGe DhaNa Tita DhaGe
KehrwaTala:-

1) Dha GeGe Na Tin Na

2) DhaDha GeGe Na Tin Na

3) DhaDha GeGe Na Tin

4) DhaTi DhaTi DhaGe Naka TaTi
Teen Tala:-

TaTi

1) DhaDhin Dhin Dhin DhaDhaDhin DhinDhin DhaDhaTin
TinTin TaTa Dhin DhinDhin Dha
2) DhaDhin DhinDhin DhaGe DhaGe Dhin Dhin Dhin DhaGeDha
Tin TinTinTake Take Dhin DhinDhin DhaGe
3) DhaDhin DheeNa GeeNa DhaGeDhin DheeNa GeeNa

Dhage Tin Teena KeeNa Take Dhin DheeNa GeeNa

4) DhaDhin DeeNa Tirakita DhaGe DhinDheeNa Tirakita
DhaGe Tin TeeNa Tirakita Take Dhin DheeNa Tirakita

Jhaptala:-
1) Dhee
Tee
2) Dhee
Tee
3) Dhee
Tee
4) Dhee
Tee

Na Na
Na Na
Tita

Tita

Na Na
Na Na
Traka
Traka

Dhee
Dhee
Dhee
Dhee
Dheekd
Dheekd
Dhee

Dhee
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Dhee
Dhee
DheeNa
DheeNa
DheeDhee
DheeDhee
DheeNa
DheeNa

Take Naka

Na Na
Na Na



4) Kaydas:Teental Kayda No-1

1) Face

DhaV Traka Dhi Na Gi Na DhaGe Traka TiNaKiNa TaV Traka
TiNa Kina DhaGe Traka Dhi Na Gi Na

Dugun
DhaVTraka
TaVTraka

DhaVTraka
TaV Traka

PaltaNo.1
DhaV Traka
DhaV Traka

TaV Traka

DhaV Traka

PaltaNo.2
DhaV Traka

DhaV Traka

TaV Traka
DhaV Traka

Dhi NaGi Na
TiNakiNa

Dhi NaGi Na
Ti Naki Na
Dhyi NaGi Na
Dhi NaGi Na
TaV Traka

Dhi NaGi Na
DhaV Traka

Dhi NaGi Na

TaV Traka
Dhi NaGi Na

DhaGeTraka
Dha Ge Traka

DhaGeTraka

DhaGeTraka

DhaV Traka

DhaGeTraka

TaV Traka

Dha Ge Traka

DhaV Traka

Dha Ge Traka

TaV Traka
DhaGeTraka

Ti Naki Na
Dhi NaGi Na

Ti Naki Na

Dhi NaGi Na

Dhi NaGi Na

Dhi NaGi Na

Ti Naki Na

Dhi NaGi Na

Dhi NaGi Na

Ti Naki Na

Ti Naki Na
Dhi NaGi Na



PaltaNo0.3

Dhi NaGi Na Dhi NaGi Na

DhaV Traka
Ti Naki Na
DhaV Traka

PaltaNo.4

Dhi NaGi Na

DhaV Traka
Ti Naki Na

DhaV Traka

PaltaNo.5
DhawDha
DhaV Traka
Wra

Dhi NaGi Na
Ti Naki Na
Dhi NaGi Na

DhavDhi Na
Dhi NaGi Na
TaVTina

Dhi NaGi Na

WWDhaV
Dhi NaGi Na
WrTaVv

DhaV Traka Dhi NaGi Na

Tihai (Chakkradhar Tihai)
DhavTraka Dhi NaGi Na
DhaV DhaGeTraka
DhaGeTraka
DhavTraka Dhi NaGi Na
DhaV DhaGeTraka
DhaGeTraka
DhavTraka Dhi NaGi Na
DhaV DhaGeTraka
DhaGeTraka

DhaV Traka Dhi NaGi Na
DhaGeTraka  Ti Naki Na
TaV Traka Ti Naki Na
DhaGeTraka Dhi NaGi Na
Gi NaDhav Dhi NaGi Na
DhaGeTraka Dhi NaGi Na
Ki NaTaVv Ti Naki Na
DhaGeTraka Dhi NaGi Na
DhaV Traka Dhi NaGi Na
DhaGeTraka  Ti Naki Na
TaVTraka Ti Naki Na
DhaGeTraka Dhi NaGi Na
DhaGeTraka  Ti Naki Na

Ti Naki NaDhav

Ti Naki NaDhav

DhaGeTraka

Ti Naki NaDhav

Ti Naki NaDhav

DhaGeTraka

Ti Naki NaDhav

Ti Naki NaDha
X

Ti Naki Na

Ti Naki Na



Teental Kayda No.2

Face
DhaDha
Tirakita

Dugun
DhaDha
TaTa
DhaDha
TaTa

PaltaNo.1
DhaDha
DhaDha
TaTa
DhaDha

PaltaNo.2
DhaDha
DhaDha
TaTa
DhaDha

PaltaNo0.3
Dhav
DhaDha
Tav
DhaDha

PaltaNo.4 :-
\Dha
DhaDha
VTa
DhaDha

PaltaNo.5:-
DhaDha
DhaDha
TaTa
DhaDha

Tihai :-
DhaDha
Dhav
DhaDha
DhaDha

Tirakita
DhaDha

Tirakita
Tirakita
Tirakita
Tirakita

Tirakita
Tirakita
Tirakita
Tirakita

Tirakita
Ti Na

Tirakita
Dhi Na

Tirakita
Tirakita
Tirakita
Tirekita

Tirakita
Tirakita
Tirekita
Tirakita

Dhi Na
Tirakita
Ti Na

Tirakita

Tirakita
DhaDha
Ti Na

Tirakita
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DhaDha
Dhi Na

DhaDha
DhaDha
DhaDha
DhaDha

DhaDha
DhaDha
TaTa

DhaDha

DhaDha
DhaDha
TaTa

DhaDha

DhaV
DhaDha
Tav
DhaDha

\Dha
dhaDha
VTa
DhaDha

DhaDha
DhaDha
TaTa

DhaDha

DhaDha
Tirakita
Dha
DhaDha

Ti NaTaTa

Ti Na
Dhi Na
Ti Na
Dhi Na

Tirakita
Ti Na

Tirakita
Dhi Na

Tirakita
Ti Na

Tirakita
Dhi Na

Tirakita
Ti Na

Tirakita
Dhi Na

Tirakita
Ti Na

Tirakita
Dhi Na

Dhi Na
Ti Na
Ti Na
Dhi Na

Ti Na

\%
TiNa Dha

X



Jhaptal KaydaNo. 1

Face
DhaTli DhaGe NaDha Tirakita DhaDha
Tirakita Dhati DhaGe TiNa ki Na
TaTi Take Nata Tirakita DhaDha
Tirakita Dhati DhaGe Dhi Na Gi Na

Dugun
Dhali DhaGe NaDha Tirakita DhaDha
tirakita DhaTli DhaGe TiNa ki Na
TaTi Take NaTa Tirakita DhaDha
Tirakita Dhati DhaGe Dhi Na Gi Na

Paltas

1) Dhali DhaGe NaDhaTirakita DhaDhaTirakita
DhaTi DhaGe NaDhaTirakita DhaDhaTirakita
DhaTi DhaGe NaDhaTirakita DhaTi DhaGe
TiNakiNa
TaTi Take NaTaTirakita TaTaTirakita
TaTi Take NaTaTirakita TaTaTirakita
DhaTi DhaGe NaDhaTirakita DhaTi DhaGe
DhiNaGiNa

2) Dhali DhaGe NaDhaTirakita DhaTi DhaGe
NaDhaTirakita DhaTi DhaGe DhiNaGiNa
DhaTi Dhage NaDhaTirakita DhaTi DhaGe
TiNakiNa
TaTi Take NaTaTirakita TaTi Take
NaTaTirakita TaTi Take TiNakiNa
DhaTi DhaGe NaDhaTirakita DhaTi DhaGe
DhiNaGiNa
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3)

4)

5)

DhaTi DhaGe
TakataTirekita
DhaTi DhaGe
TiNakiNa
TaTi Take
TakataTirekita
DhaTi DhaGe
DhiNaGiNa
DhaTi DhaGe
NaDhaTirakita
DhaTi DhaGe
TiNakiNa
TaTi Take
NaTaTirakita
DhaTi DhaGe
DhiNaGiNa
Dhali Dhali
DhiNaGiNa
DhaTi DhaGe
TiNakiNa
Tari TaTi
TiNakiNa
DhaTi DhaGe
DhiNaGiNa

Tihai

DhaTi DhaGe
NaDhaTirakita
DhaTi DhaGe
NaDhaTirakita
DhaTi DhaGe
NaDhaTirakita

NaDhaTirakita
DhaTi DhaGe
NaDhaTirakita

NaTaTirakita
TaTi Take
NaDhaTirakita

DhalTi DhaGe
DhaTi DhaGe
NaDhaTirakita

TaTi Take
TaTi Take
NaDhaTirakita

DhaGeNaDha
DhaTi DhaGe
NaDhaTirakita

TakeNaTa
TaTi Take
NaDhaTirakita

DhalTi DhaGe
DhalTi DhaGe
Dhali DhaGe
Dhali DhaGe
Dhali DhaGe
Dhali DhaGe
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DhaV Tirakita
DhiNaGiNa
DhaTli DhaGe

TaV Tirakita
TiNakiNa
DhaTli DhaGe

Dhali DhaGe
DhiNaGiNa
DhaTli DhaGe

TaTi Take
TiNakiNa
DhaTli DhaGe

TiDhaGeNa
DhiNaGiNa
DhaTli DhaGe

TiTaKeNa
TiNakiNa
DhaTli DhaGe

DhaTi DhaGe
TiNakiNa DhaVv
DhaTi DhaGe
TiNakiNa Dhav
DhaTi DhaGe
TiNakiNa Dha



Jhaptal KaydaNo.2

Face
DhaGe
DhaGe
Take
DhaGe

Traka
Traka
Traka
Traka

Dugun
DhaGeTraka
DhaGeTraka
Take Traka
DhaGeTraka

Paltas

1) DhaGeTraka
DhiNa GiNa
DhiNaGiNa
TiNakiNa
TakeTraka
TiNakiNa
DhiNaGiNa
DhiNaGiNa

2) DhaGeTraka
DhiNa GiNa
DhiNaGiNa
TiNakiNa
TakeTraka
TiNakiNa
DhaGeTraka
DhaGeTraka

DhiNa GiNa DhaGe Tita
TiNa kiNa

TiNa kiNa DhaGe Tita
DhiNa GiNa

DhiNaGiNa DhaGeTita
TiNakiNa

TiNakiNa DhaGe Tita
DhiNaGiNa

DhiNaGiNa DhaGeTraka
DhaGe Tita DhaGe Traka
DhaGeTita DhaGeTraka
TiNakiNa TakeTraka
DhaGeTita DhaGeTraka
DhaGeTita DhaGeTraka
DhaGeTraka DhaGeTraka
DhaGe Tita DhaGe Traka
DhaGeTita DhaGeTraka
TakeTraka TakeTraka
DhaGeTita DhaGeTita
DhiNaGiNa DhaGeTita
DhiNaGiNa
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3)

4)

5

DhaGeTraka
DhiNaGiNa
DhiNa GiNa
TiNakiNa
TakeTraka
TiNakiNa
DhiNa GiNa
DhiNaGiNa
DhaGeTraka
DhaGe Traka
DhiNaGiNa
TiNakiNa
TakeTraka
TakeTraka
DhiNaGiNa
DhiNa GiNa
DhaGeTita
TakeTita
DhiNaGiNa
TiNakiNa
TakeTita
TakeTita
DhiNa GiNa
DhiNa GiNa

Tihai:-

DhaGeTita
DhaV DhaGe
TrakaTiNa
DhaGe Traka

DhiNaGiNa
DhaGeTita
DhaGe Traka

TiNakiNa
DhaGeTita
DhaGe Tita

DhiNaGiNa
DhiNa GiNa
DhaGeTita

TiNakiNa
TiNakiNa
DhaGeTita

TakeTita
DhaGeTita
DhaGeTita

TakeTita
DhaGeTita
DhaGe Tita

DhaGeTraka
TitaDhage
kiNaDhaV

TiNakiNa
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DhaVv
DhaGeTraka
DhaGe Traka

Tav
DhaGeTraka
DhaGe Traka

DhaGeTita
DhaGe Traka
DhaGeTraka

TakeTita
DhaGeTraka
DhaGeTraka

DhaGeTita
DhaGeTraka
DhaGeTraka

DhaGeTita

DhaGeTraka

DhaGe Traka

TiNakiNa

DhaGeTita
Dha



Accompaniment in Dadra, Kehrawa, Teental and Jhaptal
Play thetekaof particular Talaby recognising the sam (starting matra) and
thetempo of the composition.

1) Dadra:-
Cha Ko - Ran - Ge
Dha Dhin Na Dha tin Na
X 0
Chan - Dra Ma Na -
Dha Dhin Na Dha tin Na
X 0
Be La - Ki - Na
Dha Dhin Na Dha tin Na
X 0
Chin - - Te - -
Dhen Dhin Na Dha tin Na
X 0
2) Kehrava:-
Ra Gu Pa i Ra - Gha Va
Dha Ge Na i Na Ka Dhn Na
X 0
Ra - Ja - Ra - - M
Dha Ge Na i Na Ka Dhn Na
X 0

0



- Pa
Dha Ge
X
See -
Dha Ge
X
3) Teen Tal:-
Ko Ya
Dha tn
0
Va -
Dha Dhn
X
4) Jhaptal:-
Ha Ri
Dhee Na
X
Ra Na
Tee Na
0

Na

ta
Na

tin

Dhin

ta Pa -
1 Na Ka
0
- Ra -
1 Na Ka
0
Ya Bo le
Ta Ta Dhin
3
Da - Ra
Dha Dha Dhn
2
Ke - Cha
Dhee Dhee Na
2
Ka Ma la
Dhee Dhee Na
3
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Va
Dhin

Dhin

An
Dhin

Pa
Dhin

Na
Na

Na

Dha

Ra
Dha



Model Question Paper-I
P.U.C-11 year
Subject : Hindustani Music (Code-26)
Time: 2.15 Min. Marks: 40
Instructions:
1) Thisquestion paper iscommon for Vical, Sitar and Tablastudents.
2) First question is compulsory.
3) Attempt any Four questions.
4) All questionscarry equa marks.
Q.l) WriteaChotakhyal or aRajakhani Gat with four Alap and four

Taanswith discription of thefollowing Ragas. 10
1) Ektala 2) Tritala
Q.I1) Describe the “Music Theory and voice culture”. 10
Q.l1) Writetheautobiography of any oneof thefollowing musicians.
1. Pt Madlikarjun Mansoor 10

2. Pt. D.R. Parvatikar

3. Pt. Samata Prasad
Q.VI) (A) Writethetechnical termsof thefollowing (any five) 5
Dhwani, Samvadi, Tukada, Toda, Uttarangvadi, Theka, Jhala, That.

(B) Match thefollowing. 5

1. Jhda - First beat

2.  SamataPrasad - Star

3. Senia - U. Alladiyakhan.

4.  Japur - U. Sudharkhan Dadli

5 Sam - TablaArtist
Q.V) Writethedevelopment of Indian Musicthrough vedic period
and Ramayanaand M ahabhar ata periods. 10
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M odel Question Paper-I11
P.U.C-Il year
Subject : Hindustani Music (Code-26)

Time: 2.15 Min. Marks: 40
Instructions:
1) Thisquestion paper iscommonfor Vical, Sitar and Tablastudents.
2) First questioniscompul sory. 3) Attempt any Four questions.
4) All questions carry equal marks.
Q.l) WriteaChotakhyal or a Rajakhani Gat with four Alap and Four

Taanswith discription of thefollowing Raagas. 10

1) Bhimpalas 2) Madhumad Sarang 3) Khamgj

OR

WriteaKayadawith Fivepaltasand Tihayeein Talalipi paddhati

in any oneof thefollowing Talas.

1) Teentdla 2) Jhaptala

Q.I1) Discribe the development of Thata system of Music. 10
Q.I11) Writetheautobiography of any oneof thefollowing musicians
1 Pt. Panchakshari 10

2. Pt. Nikhil Banarjee
3. Pt. Sheshagiri Hanga

Q.IV(A) Writetheshrot notesin any two of thefollowing. 5

1) Tarana 2) Sugam Sangeet 3) Dhamar

(B) Fill inin blanks. 5

1. 22 isthere.

2. Grama____ Gramaand Gramaisthere.

3.  Jayadevistheacthem of the Grantha.

4.  Roopak Taahaving Matras.

5.  TheThat of Yaman Ragais Q.V) Writethemain
Gharanasof Hindustani Music. 10
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