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showing me the characteristics of the Darbhanga Gharānā. I take the 
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Introduction 

The two Paramparās(style) of Indian music are continuing their legacies flowing 

parallel to  each other though the root is one only. We know that the Carnatic 

scholars and musicians are rigid in terms of Ragādari and composition unlike 

the North Indian musicians. Due to this flexibility the North Indian style 

actively changes from the 13th century A.D onwards.  The change results in the 

total deviation from the texts and Treatises on music. To a much extent court 

music is responsible for that. In cases of Ra ̄gas we find a total variation in Rāga 

form when we compare it between the available texts. For example, the 

evolution of Rāga Bhairav is to be noted. It is an ancient Ra ̄ga  and Sage 

Śaraṅgadeva had already classified it under the Desi Rāgas in his Sangita 

Ratnākara. Before that Someswar classified it under the Major(Śuddha) Rāgas. 

If the ancient root of Bhairav is taken as Bhinna Swaraj then the form(Ra ̄ga  

roop) would be totally different from the form we avail from the texts like 

Sadragcandrodaya written by Pundarik Vitthala and Ra ̄ga Vibodh by Somnatha. 

So when this process of evolution started and how many forms can be traced for 

all the Rāgas prevalent now a days? This would really be an achievement if we 

can track the various forms (rāgarūp) of the known and unknown Rāgas and 

come into a conclusion. ‘It is necessary to perform alapa only to express the 

image of a raga, devoid of vistara’.1 

 

                                                           
1 Bimal Kumar Roy, Sangiti Sabda Kosa, New Delhi, Sharada Publishing house, 2004, p-162. 
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Due to the characteristic of Ranjakatva, the character of the Deśī Ra ̄gas 

vigorously changed from time to time and one region to another and this effect 

is found hard to be explained. The previous researchers like Dr. Bimal kumar 

Roy, Swami Prajnanananda, Dr. Premlata Sharma, O.C Ganguly, Raja 

Sourindro Mohun Tagore, A.H Fox Strangways, Alain Danilou, Sangeet Sashtri 

Brajendra Kishore Roy Choudhury, V.Ra ̄gavan, N.C Mehta, Acharya Kailash 

Chandra Brḥaspati contributed a lot in overcoming the obstacles in 

understanding the total scenario of our distinctive Rāga tradition through texts. 

But merely translation, Ra ̄ga classification, working on the skeleton structure of 

the combination of swaras(notes) and shrutis(micro intervals) would never help 

in reviving the Ra ̄ga  culture based on texts until and unless a comparative 

analysis on the Rāga roopa(identity) of diverse forms of a Ra ̄ga  and different 

Ra ̄gas are thoroughly done. The proposed research will try to relate with the 

Sanskrit texts where the explanation of the Rāgas need further research, 

devotion and new thinking. Notation is written in shorthand - a process 

developed by Late Pandit Nikhil Ghosh and some of these symbols are added by 

me.  

Background and scope of the study: The Sanskrit texts are considered to be the 

structural core of Musicology. Like all visible things in nature, Music too has an 

inner vision. This visibility needs purity, determination, will power, respect and 

hard work. A performer, student, teacher as well as a listener needs to be a 

learned person with a scientific bend of mind when music is concerned. Rāgas 

have played an important role since ancient times. The Indian tradition has seen 
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the era of Archik, Gathik & Samik with the emergence of Murchhanās, Jati & 

Gra ̄mas, and Rāgas thereafter. Within the concept of Grām-Murchhanā, we find 

the earliest trace of a scale. The Rāga concept, not merely a concept, but a truth 

that the nature has already provided to us, totally depends on the scale theory. 

Since 13th century A.D when the bifurcation of the Indian Music into Karnatic & 

North Indian took its place, the Rāga classification has continuously played an 

important part in preserving the true identity of a Ra ̄ga in its pure and light form. 

In this era of globalisation we find the everlasting presence of the essence of 

Ra ̄ga in almost every possible format of Music. But how these Ra ̄gas evolved 

time to time and what were its varied character? Modern research throws a light 

on the process of transformation from tune to Rāgas that took place with the 

adaptation of folk melodies. This perhaps took place in the Buddhist era where a 

trend for the language prakrita was seen. In the Buddhist era Sanskrit texts, 

Ga ̄ndharva sangeet started becoming obsolete. A mixing of culture started 

between the gandharva form and the regional form or the deśī. This mixing 

continued and during 7th-10th century AD the Hindu tradition again got 

revitalized. We come across the terms Karnatic Music and Hindusthani music 

for the first time in Haripala’s work Sangita Sudhākara written some time 

between 1309 & 1312 AD. The term Hindusthani music is not found in early 

medieval literature. 

With the increase in the number of Ra ̄gas, various systems of Ra ̄ga  

classification were attempted from time to time. This culminated in the janaka 
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janya paddhati.2 It was the prabandhas that gained importance in the Temple 

Ra ̄ga music culture since the later vedic period and the modern Dhrupad 

gradually gained its form from the Sālaga Suda prabandha (proved by Dr. Bimal 

Kumar Roy). Musical texts of ancient and medieval India like Bṙhaddeśī, 

Saṅgīta Ratnākara, Sangita samayasa ̄ra, Sangita Dāmodara and many other 

Treatises clearly describe the salient features of Prabandha music and its 

variations through the ages. Since 14th -15th century AD Prabandha generally  

meant Gīta Prabandha3. The Ra ̄gas simultaneously with the Dhatus and Angas 

played a pivotal role in the Gita Prabandha. Again from 11th century onwards 

different Matas(opinion) on Rāgasand Ra ̄ginīs came into existence, and the 

comparative study of those Rāgas with the modern classification theory has 

great importance. The scope is limitless.Here the raga comparison is based on 

the Rāgāṅgas of prevalent rāgs of the contemporary period. The Thāt concept 

has high value in North Indian Raga music but comparing the Ragas falling 

under it is sometimes difficult due to many factors like Swara, Vadi, Samvadi, 

Phrases, Nyasa etc. The Thāt is only the scale or the Skeleton structure of the 

raga but Rāgāṅga is the unique rāga identity or the swarūp. This whole research 

is based on the comparative analysis through phrases or rāgāṅga. We know the 

defnition of the modern winged form of raga is varied and unique.A raga is a 

central concept of Indian music, has its unique expression, a living identity that 

has no direct Western translation. According to Walter Kaufmann, though a 

                                                           
2 Bimal Kumar Roy, Sangiti Sabda Kosa, New Delhi, Sharada Publishing house, 2004, p-110. 
3  Bimal Kumar Roy, Sangiti Sabda Kosa, p-184.  
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raga is remarkable and prominent feature of Indian music, a definition 

of raga cannot be offered in one or two sentences.Each rāga has melodic 

structures which have the ability to "color the mind" and affect the emotions of 

the audience. The term raga is a melodic format. It was first described by 

Matanga in his work Brḥaddeśi.  

The field of Cultural production: Literature review of a few Texts 

Text 01 

 Ahobalkṛta saṅgīta Pa ̄rijāta_ by Śaci ̄ndranatha Mitra 

Indian music has changed in course of years. The process of bifurcation started 

in the 13th Century A.D soon after the advent of the Muslims from the Middle 

east. The book interprets the North Indian tradition of Indian music as indicated 

in saṅgīta Pārijāta. The writer Śacīndranatha Mitra had given an effort in 

explaining the troublesome manuscript logically. The writer started with a lucid 

introduction about the era of saṅgīta Pa ̄rijāta that could be older than Miya 

Tansen( 1506-1585AD) and furnished a detailed information about the number 

of published manuscripts of this treatise since 1819 AD. The first one was 

published from Pune in 1819 AD. Thereafter Mr Mitra found a number of other 

published works on saṅgīta Pārijāta dated 1879AD, 1885AD, 1912AD, 

1949AD. But a Bengali translation published for the first time. The book will 

attract the young musicologists from Bengal who will be able to analyze this 

problematic manuscript according to their potential. The writer highlighted the 

difference between Gr ̄am Mu ̄rcchanā and Ra ̄ga Mūrcchanā as mentioned in the 
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treatise which no other musicologist has ever revealed. He established his point 

on the Śuddha Tḥāt that is Kafi and not bilābal. The book is published in two 

volumes. The first volume covers from ‘Uddeśya’ to the 12 number Ra ̄ga 

Basanta of the Rā̄gādhya ̄ya. Volume one has therefore 1-370 verses, volume 

two has the next 261 verses.  

The Chapters in the Contents are sequentially arranged. The page number is 

properly marked. Classical Musicians (composers, performers), Teachers, 

Musicologists would be the target readers generally. The first chapter explains 

the aims and objectives as enumerated by Pandit Ahobal followed by the critical 

analysis of Swar, Śhruti, Nāda, Grāma, Mūrcchanā, Kūtatān and Swar Prastār. 

After that comes the description of Nașțoddișța, Barņa, Alaņkār, Ja ̄ti, ‘Aṁsa, 

Nya ̄sa o Graha’, Gamaka, ‘Swarashrutir sthān’, ‘Śuddha o Vikŗta Mela’, Gīti 

paddhati, ‘Ra ̄gādi paribeśanār kāl, ‘Ra ̄gadir baīśișța’, ‘Ra ̄gadir paricay’.  This 

book is a complete guide to all the scientific attributes, measurement, 

definitions in North Indian Music.  

 Text 02 The concept and Evolution of Ra ̄ga  in Hindusthani and Karnatic 

Music __ Dr.(Smt) Geetha Ravikumar, Bhatariya Vidya Bhaban, Mumbai. 

The book describes the concept of Rāga and its elaboration, ‘Ra ̄ga Alapana’ 

beautifully. The speciality and uniqueness of Rāga s of Hindusthani and 

Karnatic systems have been analysed and the main conclusion drawn is that 

both are independent in nature in the method of handling the swara phrases, the 

gamakas, usages, techniques, style of presentation though having the same 
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variety of notes or even names which could be common in both the systems, yet 

there is a lot of difference in the independent handling of Rāga -s depending on 

the intonation, punctuation, accent and other regional variations.  

 Text 03 Rāga Rahasya_ Dr. Bimal kumar Ra ̄y, edited by Āchārya Dr. 

Pradīp Kuma ̄r Ghoșa, Śibliṅg Pub. 

The book gives a detailed explanation of the origin of Rāga  (Gram Ra ̄ga , Jati, 

Ra ̄ga  gīti, Deśī) and its Chronological development. The book gives us the 

possible reasons behind the different names and structure of a same Ra ̄ga . It 

also describes the application and the difference between ‘Lakșya’(Practical) 

and Lakșaņa(Theoritical) that is mostly responsible for the diverse form of the 

Deśī(Abhijata) Rāgas. 

The editor’s note describes the origin of the jatis and gram Ra ̄gas. The Abhijāta 

deśī sangeet that evolved only after the intermingling of the Deśī Ra ̄gas with the 

Ga ̄ndharva Rāgas is held responsible for the present form of Indian Classical 

Music(Carnatic and North Indian). The book clarifies why the present scenario 

of Indian Classical Music is not Mārga. The use of appropriate Rāga  

Gi ̄tis(articulation) in rendering the Jāti Ra ̄gas and Gram Ra ̄gas separately is 

thoroughly described in the note. A chart highlighting the evolution of Indian 

Ra ̄gas and raginīs chronologically would be indispensable for the young 

researchers. 
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The first chapter deals with the basic conception of the term Ra ̄ga . The term 

ra ̄gagīti and it’s fourth form Besarā is clearly defined with the help of 

quotations from divine sages  like Muņi Bharata, Muņi Mataṅga, Śāraṅgadeva, 

Madhav vidyaranya etc. From the text of Saṅgīta Pārija ̄ta we get a variety of the 

ra ̄ga Barāri ̄ such as Śuddha Barārī, Toḑi ̄ Barāri ̄, Na ̄ga Barārī, Punnāg  Barārī, 

Pratāp  Barārī, Śoka Barāri ̄ , Kalyaņa Barārī etc. But the reason for this variation 

was never indicated until Mr. Roy took the initiative. The formation of Catușka, 

the position of Aṁsa, the use of Nya ̄sa and bādi in Rāgas are properly 

explained. The next chapter deals with the Rāga  Rāginī classification.  

Somdeva devised the scheme of 42 Prabartaka rāgas( evolved when the Deśi̇ 

Ra ̄gāṅga, Bhāșāṅga, kriyanga, Upanga started mixing with the Gandharva 

GramRa ̄ga , Rāga , bhasa, bibhasa, Antarbhāsa Rāgas) in 1184 – 1186 A.D 

approx. Someswar and Somedeva are same person. Out of these 42 Rāga s 

Jagadekmalla(son of Someswara) propagated 6 Rāga s with 36 raginis. 

Someswar Mata was also known by the name Iswar Mata. According to Dr. 

Bimal Roy, the Ra ̄ga  ragini classification should be categorized into four main 

parts: Hanuman mata(6 Rāga s 30 raginis), Bharat mata (6 Ra ̄ga s 30 raginis), 

Someswar Mata(6 Rāga  36 ragini), Narada mata.  

The next chapter deals with the Rāga variety, in name as well as in structure. 

The Rāgas like Sri, Hindol remained almost intact in its structure in both North 

Indian and Carnatic tradition. The Rāga  Bhairav according to Śaraṅgadeva is a 

janya Ra ̄ga  of Bhinna Swaraj, which is totally different from Sommata Bhairav, 
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apar bhairav, Śuddha bhairav. Apar bhairav or Śuddha bhairav is devoid of 

komal re but the komal re was added afterwards and it became Komal bhairav 

or shivmata bhairav. But Mr. Roy tried his best to uncover the real form of 

ancient śuddha bhairav. The rāgaroop(form) of megh in sangit ratnakara is not 

given in this chapter as it is almost impossible to determine. The presence of 

Ra ̄ga  Alahia Bilaval in the text Hryadayprakashana of Hridaynarayandeva is 

prominent than Suddh Belabal. The Rāga  Kalyan got its distinctive feature 

during the reign of Shah Jahan that separates it from Ra ̄ga  Yaman. Both of 

these Rāga s were prevalent at that time. Dr. Roy tried to relate the similarities 

and dissimilarities between the present form of Kha ̄mbaj, suddh Khāmbaj and 

the medieval Rāgas Khāmbaici, Khāmaici, Ka ̄mbhoji, kamas. He also tried to 

unfold the Rāgrūpa (Ra ̄ga  identity) of Ra ̄ga  Sri. The word Kafī is derived from 

an Arabic word and its earliest trace is found in the end of 17th century. The 

reason why the North Indian Kafī is sung in the Dhun style or in Tappa & 

Thumri but not in the Kheyal or Dhrupad is the presence of Śuddha Ga and 

śuddha Ni, which is never used in the Karnatik Rāga Kapī. The limitation of 

Ra ̄ga Pūrbi and Asāvari as a Thāta Rāga is clearly defined with adequate 

examples.  

The fourth Chapter deals with the effect of Gharanas on Thakur Parivār and the 

varieties of Rāga Raginis in Bengal. The last chapter is the biography of 

Sangitacharya Dr. Bimal Kumar Roy. The list of the books in the bibliography 

is chronologically arranged. 
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iii) Kāfī aṅg and its allied Rāgs--------------------------------------------Page58- 64 
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Transliteration 

The diacritical letters used in this Thesis. 

Diacritical marks in the traditional way: 

अ a 

आ ā 

इ i 

ई ī 

उ u 

ऊ ū 

ऋ  
ए e 

ऐ ai 

ऒ ŏ 

ओ o 

ऑ ô 

औ au 

क ka च ca ट ṭa त           ta 

  छ cha   थ           tha 

ख kha ज ja ठ ṭha द           da 

    ड ḍa ध          dha 

ग ga झ jha   न           na 

  ञ ña ढ ḍha   

घ gha   ण ṇa   

        

ङ ṅa प pa य ya श śa  

  फ pha र ra ष s̩a  

    ल la स sa  

  ब ba व va ह ha  

  भ bha   ढ़ ṛha  

  म ma   ड़ ṛa  

 

List of Abbreviations 
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Abbreviations used for Śuddha and Komal swaras 

Śuddha Swaras                                             Komal Swaras 

     Sa  - S                                                      Komal re   -    r 

     Re - R 

     Ga  -  G                                                    Komal ga   -   ǵ 

     Ma -  M                                                   Teevra ma  -   m 

     Pa   -  P 

     Dha -  D                                                   Komal dha -   d 

     Ni    -N                                                     Komal ni    -   n 

1. Upper dots denotes the upper octave. For example- ŚrǴ́ 

2.      Lower dots denotes the lower octave. For example - nḍP̣ ̣

Shorthand form of  Notation: 

1. Śuddha Swaras  Sa  Re  Ga  Ma  Pa  Dha  Ni  are used as S R G M P 

D N respectively. 

2. Komal Swaras  r  g   d  n  are used as r  g   d  n  respectively. 

3. Teevra ma is used as  m. 

4. Upper dots denotes the upper octave. For example- ŚŕǴ 

5. Lower dots denotes the lower octave. For example - ṇḍP ̣ 

6. The kan swaras are written in Superscrips like MG, rG etc. 

7. 0 denotes hold on a particular note for one second. 

8. ’ denotes cut or ending hold/ Nyasa on a particular note. 

9. 1 ,is2  denotes Āndolan and M̄ir/Glide respectively. 

10.  , is taken for small pause between phrases. 

Chapters on Rāga comparison 
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Bhairav aṅg and its allied Rāgs {in terms of Rāgāṅga} 

Bhairav Ra ̄ga:This Ra ̄ga is the main representative of the Bhairava 

group of Ra ̄gas. Composition- ‘Ja Ja re ja re ja pavanva ̄, Le ja re 

mora itni Sandesva’- a famous bandish from Kasur Gharana Patiala -

Although it is one of the main Ra ̄gas of Hindusthani Sangeet, it 

requires a great amount of musical maturity from the performer to 

maintain its purity and bring out i t’s beauty. Bhairava is a very 

sober,deep, serene, dignified, majestuous and slow-moving Ra ̄ga. 

The ordinary music lover often mixes up Bhairav with the p opular 

Bhairavi Ra ̄ga.This Ra ̄ga is very appealing in the morning hours.It has 

sufficient Bhakti and Shanti Rasas with all Śuddha svaras except Re and Dha. A 

notable feature of Bhairav is the andolan on Komal Re and Komal Dha. 

Otherwise, it is a straight Rāga, meant for morning hours. V.N. Bhatkhande 

notices that some vocalists deliberately use Komal Ni in the avaroha as in the 

phraseSdn d P or S Sd n d P. 

He presents other details as given below: 

Aroha: SrGMPdNŚAvaroha: ŚNdPMGrS 

Vadi,Samvadi: Ma, Sa Pakad: S G M P d P 

Bhairav rāga is mentioned in some old musical- works. It is classified under 

Bhairav Thāta because Bhairav is a sampooma Ra ̄ga that represents the Mela in 

all respects and  also the most popular Ra ̄ga  in that group. The presence of 
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Komal Re and Komal Dha is the principal sign of a sandhi-prakasa Rāga. 

Sandhi-prakasa is the hour of daybreak or twilight. Bhairav, as stated earlier, is 

suitable for the daybreak time-zone. It is better to avoid Komal Ni in the 

Avaroha to prevent the shades of Rāmkali.Another composition ‘Tum jago 

mohan pyare, ṡa ̄warī surata more mana hī bhāve’4, is already documented with 

notation. SrG  MGrS   NṢNṢ  GMGrS   MG rGMP   PMGr   GMP   d1dP   NdP 

ddN NŚNdP   MPd1Nd P    NdP   MGM  GrS.   

SrG MGr1S ṆSN ̣S GMGrS MG rGMP PMGr GMP d1dP NdP 

ddNNŚNdP MPd1Nd P  NdP MGMG2rS. Halting on Ma or Ga may bring 

in shades of Ra ̄ga Kalingada. Andolans on Komal Re and Komal Dha should 

start with kan svaras Ga or Ma on Re and kan svara Ni on Dha. Compositions: 

1. ‘Uthata bāja murali āj’ in drut laya Ektāl’.5 

Some of the basic features as follows: 

Alap Phrases: S Nḍ ̣ Nḍ ̣ S d ̣ N ̣ SGr Gr S,  GrGM PMGr GrS, SrGMNdNdP, 

GMNdNdP ddPMP PG M P M G r Gr S.         G M Nd Nd NŚ d N Ś, ǴrǴ́rŚ́ Śr ́

N Ś r ́r ́Ś N Ś Nd Nd P G M Nd Ś, Nd Nd P ddPMP PG M P M G r Gr S. 

Alap:S Ṇd ̣Ṇd ̣Sd ̣ṆSG3r1GrS, GrGM PMGrGrS,SG2rGMNd1NdP GM 

N2dNdP ddPMPOPGM P GMG2r1 S. Alap2: G M Nd1 Nd ŚOO d N 

ŚǴ2r ́1ǴŕŚ Śr ́NŚŕ r ́ ŚN Ś Nd Nd P G M Nd ŚNd Nd P ddPMP PG   M 

                                                           
4 Nicolas Magriel with Lalita Du Perron, ‘The songs of Khyāl, Book Two: the song collection’, (New Delhi: 
Manohar Publishers, 2013), P-97. 
5 Jñan Prakash Ghosh, “Jñan Prakash Ghosher Gān”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim 
Banga Rājya Sangit̄ Academy, 2002), 01. 
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PGM  Gr1 S. Another composition: ‘Laga rahi manato’ is set in madhya laya 

Teental. 

A ̄hir Bhairav Ra ̄ga:‘Bhorahi Ahirina Dadha Makhana Yasoda ke 

dwar le ayi’6- a famous composition composed by Pandit Jñan 

Prakash Ghosh.Swara used in Ahir Bhairav are Komal Re, Śuddha 

Ga,Shuddha Ma, Śuddha Dha, and Komal Ni and Sa.Rāga obtained by the 

combination of Ahiri and Bhairav. In this Ra ̄ga Ma and Sa are the Vadi and 

Samavadi Swaras. The time for signing this Rāga is during the early hours of 

theday. A very popular morning Ra ̄ga. It has Bhairav in the poorvang 

and Kafi in uttarang. The first type of Ahir Bhairav has no nishad in 

the aroha. It is Shadav Sampoorna.The other type is Sampoorna 

Sampoorna. As the classical North Indian music evolved from the 

Abhija ̄ta Desi sangit of North India the Ra ̄garu ̄p often differs 

according to its region(desi). Being a misra Ra ̄ga, Bhairav occurs 

due to the suffix inthe name and Bhairav-ang dominates. The name 

‘Ahir’ of this Ra ̄ga should not be confused with ‘Ahiri’ which 

belongs to the Bhairavi (notBhairav) Tha ̄ta.The ra ̄gada ̄ri is given 

below: 

Vadi, 

Samvadi: M, S 

                                                           
6  Ghosh, “Jñan Prakash Ghosher Gān”, 02 
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Chalan: GMr1S  rGMPDnDPMGMPMG3r1M MrM PPMP PMPD nDPD 

MPGMG2rrGM PMGrS. 

Composition ‘Guru caraṅa bina mohe kachu nahi bhāve’- composed by Pt. Ajoy 

Chakraborty is best example of raga Ahir Bhairo. In a slightly different view we 

get: 

Aroha: SrGMPDnŚ Avaroha: ŚnDPMGrS 

Calan: SSrS GGrS GMG3r1 PGMr1SSrSMGrSPGMPGM 

G3r1SPPMP DPDPPDnDPMGMPGMG3r1S. Another composition ‘Kaise ke 

kar āyu mitwa’7- in drut Teentāl gives a glimpse of the sapat ang used in Raga 

Ahir Bhairav. 

There is a Version  which employs Komal Ga in the tar saptak. It can  be 

occasionally used as a vivadi svara.Pakad: GMrS rGMP Dn DPM 

GMrS.  

Gayaki ang: DnDP MPDŚ Śn DPDM PGMrS GMP GrS DnP SrG

 rS nDnDP MMP MPG rS 

Composition: ‘Ho karatār karo beda pār’8 in Ektal. Alaps are taken with phrases 

such as M G r S n ̣r S and Sr G M r S.Performers should not use kan svaras on 

Komal Re except Suddha Gandhar and Komal Dha in this Rāga, that is they 

                                                           
7 Ghosh, “Jñan Prakash Ghosher Gān”, 04 
 
8 Ghosh, “Jñan Prakash Ghosher Gān”, 03 
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should not go afterthe Bhairav ang in using kan svaras. The following features 

are: 

Pakad: PDnDPM GMrSṇr S 

Chalan: SrSṇḌṇrS SrGMr   rGMP MDPM PMPDn DnDPM MPDnS 

nrSSṙGṀ r ̇SDnDnDPM MDnS DnSnDPMMDnDPMGr ṇrS. 

This is a Rāga that is sung for peacefulness as well as for sadness. A pakad and 

chalan is given below. 

Pakad: GMrS GMPDnDPM GMPM GrS 

Chalan: rGMrS ṇD ̣SrG SrS GMGrS GMPGM PDnDP GMrrS GMPDŚ 

DnŚ r ́ŕŚG ́Ḿr ́r ́ŚDnDPM PPGMrS. 

One more pakad and a chalan are as follows: Pakad: GMr SDṇṛS. ‘Sa ̄war saloni 

albeli nabeli nār’- a traditional composition is set to madhyalaya Teentāl. 

Chalan: S ṇ Ḍ ṇS ṇḌP ̣ḌṇS ḌṇrrS SrGM rGMPDP DnDP DnDPM rSnDP 

r ̇Ṡ̇ṙG ̇Ṁr ̇ṙṠ r ̇r ̇ṠnDP GMPDn DPMGr rGMPMGr rSD ̣ṇrS.‘Jag utho 

nandalal bhor bhayo panchi bole’9- another composition composed by Pt. Ajoy 

Chakraborty. 

Anand Bhairav: The scale is given as: Aroha: S r G M P D NS ́ . Avaroha: 

S ́ N D P M G r S . The Ra ̄ga  has Bhairav in the poorvang and Bilaval in the 

uttarang. The morning hours areset to be the ideal time for the Rāga. V.N 

Batkhande talks in favour of using komal Dha in Aroha and Suddha Dha in 

                                                           
9 Ajoy Chakraborty,“Geetinandan 2”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-35. 
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avaroha. Other details are: 

Vinayakrao Patwardhan omits both Dha and Ni in the aroha. The rāgang that we 

get is:Aroha: S r G M P M PS ́ Avaroha: Ś D n P M G M r S Pakad: 

r G M PS ́ D n P M G M r . Chalan: Sn ̣ r S  S r G M M  G r  G 3 r  G 3 r  G  M  

P  M  G  r  G r  S P D  n P M G M  PS ́  S ́r ́S ́  S ́  D  n  P  D G M  G  M  

P M P G M P M G r G r S . Composition: ‘Ba ̄je Bāje Ba ̄je paijaniā, Tore pās 

kaise ayu mitwa ̄’- a beautiful composition sung by Pt. Jasraj10.Some more 

variations have beensuggested by musicians. They use all the seven svaras both 

in aroha and avaroha.They are: 

Aroha:S r G M P D NS ́ Avaroha:S ́ n D P M G r S Pakad:S r G M P G M n D n P

M G r  S 

Calan: D ̣N ̣ Sr ́ S G M P D n D P M G r S  P D NS ́r ́S ́r ́G ́M ́G ́  r ́r ́  S ́  

S ́ n D n P M G r  G M P G M G r S .  T h i s  i s  t o  b e  n o t e d  t h a t  though 

there are differences in the above structures, a significant point is that Komal Re 

is used by all of them.We should not get confused with the other Ananda 

Bhairav that belongs to the Asavari Thāta. The Jati of this Ra ̄ga is Audava-

Sampoorna, i.e five swaras being used in Aroha and all the seven swaras in 

Avaroha and the Vadi and Samavadi swaras are Ma and Sa, respectively. Some 

important phrases are r ̇SNSND P2M P MG2r0S,     MPDNSrS, NDPM M00. 

Bairagī Bhairav Rāga: ‘Sur sur se sādhle rasika’- A traditional Kasur gharānā 

composition set in madhyalaya ̄ Teental can be sung both in Bairagi and Bairagi 

                                                           
10 Pandit Jasraj, “Golden Voice Golden Years- Pt. Jasraj,” Youtube Video, 3.52, March 11, 2016, 
https://www.youtube.com/watch?v=uwrdtO6wY3w 
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Bhairav. Bairagi Bhairav, is a modern Rāga which belongs to the Bhairav group 

of Rāgas. It has the a ̄ndolita Komal re of the Bhairav ang and has been 

popularised by Pt.Ravi Shankar. A very few vocal compositions are available in 

this Rāga and it is mainly performed by the instrumentalists. Ma is Śuddha, Ga 

and Dha are omitted.  Re, Ni are komal. There is Bhairav in the poorvang and 

Sarang in the uttarang. Other features according to musicologists are: 

Aroha: S r M P n S ̇  S r M P nS ̇  

Avaroha: Ś n P M Mr S Vadi,Samvadi: M, S Pakad: M P n P M r S  r SChalan:S 

r r S S r M M r S M P  P M M r  M P ,  n P M  M M P M r M  r M r S  S r M P n P M  

r M P n Ś n Ś S ̇ ,  r S ̇n r Ś n P ,  n n P M P M r ,  r M P M r  n ṛ S .  

S r r S  S r M M r S  M P   P M M r  M P  n P M  M M P M r M  r M r S   

S r M P n P M  r M P n  S ́ n  S ́S ̇  r  S ̇  n  r  S ́  n  P  n n P M P M r  

r M P M r  n ̣ r S .  

Composition: ‘Ab na mohe samjhao kanha tum’11- sung by Pt. Jasraj. 

Musicians offer the following: Vadi, Samvadi: S, P 

Pakad: rM nPM r nṛS. 

The variations given below are from eminent performers: 

Pakad: n P M r r M Chalan: S r r S  S  r r M  M r  r S  S r M  M P  n P M  P M r r M  

M r r S  M P n P n S ̇ rŚ́nŚPnSnPM r M P M  M r r S  

S r r S  S  r r M  M r  r S  S r M  M P  n P M  P M r r M  M r r S  

M P n P nS ̇rSnSPnSnMr M P M  M r r S  

                                                           
11 Pandit Jasraj, “Raga Bairagi Bhairav- The best of Pt. Jasraj,” Youtube Video, 5.08, December 3, 2015, 
https://www.youtube.com/watch?v=1y3b5nAaS2A 
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Beehad Bhairav Rāga: This raga is created by Kumar Gandharva. It has 

Komal Re and Dha as in Bhairav, and employs Śuddha and komal forms of both 

Ga and Ni. Ma is Śuddha. The main rāgadāri, projection of the Rāga is done 

mainly around Sa. Its aroha is similar to Jogiya as in S r M d P d Ś. It has a 

small portion of Sivamat Bhairav, found in the ragang r g r S. Komal ga has fast 

treble. 

Aroha: SrM PM d PdŚ nrS Avaroha: ŚNdPM d PdnndP M GrSn Srg grSn ̣rrS 

Vadi, 

Samvadi: S, P 

Pakad: SrM GrSrrS nṢ S rggrS n rrS Compositions: 1. ‘Bana bani ayomelo’12 in 

madhyalaya Ti ̄̄ntal. 

Bhairav Bāhār Rāga: A miśra Ra ̄ga , generally sung as a morning ra ̄ga. Rāgas 

Bhairav and Bāhar are combined with the preference of the bhairav ang. Due to 

this miśra form, it is difficult to put it under a definite raga form, Aroha, 

Avaroha, Vādi and Samavadi Swaras. The ra ̄garūp of the ra ̄ga should be 

remembered by the Calan or rendering of the combinations of swaras. Bhairav 

Bahar has an unique calan. The contemporary scholars haven’t mentioned any 

other form of this raga, but what they have done is just the rechauffe of the 

traditional composition. 

Here is the following chalan and composition for Bhairav Bahar: 

                                                           
12 Kumar Gandharva, ‘Classical Music- Rāg Beehad Bhairav’, Youtube Video, 5:13, October 16, 2012, 
https://www.youtube.com/watch?v=z9rl_3j9OIo. 
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Chalan: M MnD NŚnDPMGMrG MPMGrS SrSGM n D N ŚŔǵŔŚ nPM MGMr 

GMPMGr S SNṢnP̣ ̣PGMrS SNṢ. 

M MnD  NŚnDP  MGMrG  MPMGrS  SrSGM  n D N Ś   RgRS  nDM 

MGMr  GMPMGr S  SṆSṇP ̣ PGMrS SN ̣S Composition: ‘Kajra ̄ re naina 

gori ke, ras bhare man base mohan ke’ sung by Jasraj ji13 in Teental. As Bhairav 

dominates the poorvang and Bahar the uttarang, the Rāga  has Śuddha and 

komal forms of all the three svaras, namely, Re, Ga, and Ni, while Ma and Dha 

are Śuddha. According to Prof. Prem Kumar Mallick of Darbhanga Gharana, 

Bhairav ang should dominate the raga. 

Aroha: SrGMPMMnDNŚrŚ́ 

Avaroha: ŚnDPMGM MPM GrS NṢrS 

vadi, 

Samvadi: M, S 

Chalan: 

r G M P M G M r S SrGMPM M n D P M M MnDNŚ 

r G M P M G M r S SrGMPM M n D P M M MnDNŚ 

In another version, the Rāga  has komal and Śuddha forms of all the four svaras 

Re, Ga, Dha, and Ni with the same vadi- samvadi (Ma, Sa). But there should be 

a debate on the point of involving Komal Dha. Some experts use Komal Dha, 

                                                           
13 Pandit Jasraj, “Golden Voice Golden Years- Pt. Jasraj,” Youtube Video, 4.46, March 11, 2016, 
https://www.youtube.com/watch?v=P4WufZIbJSc 
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some are against it as they feel it would bring in the influence of the Bhairav-

ang in Bhairav Bahar. The manner in which the use of Komal Dha can be 

discussed for elaborating the Ra ̄ga’s basic features, are given below: Aroha: 

SrGMPdNŚ Avaroha: ŚnDnPMPgMRS Pakad: GMP PMMnDNŚ ŚnDnP gMrS 

Chalan: G M P d N d PgMPgMrS MPgM n D N Ś NdP GMGrSdPMGrS 

MPnnP MP'gMrS. 

G M P d N d P gMPgMrS MPgM n D N Ś NdP GMGrS dPMGrS 

MPnnP MP'gMrS. 

The Bhairav-ang lies in the poorvang in the phrase P M G M r S while the 

Bahar-ang is in the uttarang in the phrase PMnPMNDNŚ.The svara Madhyam 

which is crucial in both Bhairav and Bahar is chosen as the connector between 

the Bhairav alaps in the poorvang and the Bahar alaps in the uttarang. 

Some examples: ddPM GMrS Bhairav-ang whereas MnPM n D N Ś Bahar-ang. 

Ś D n P M n D N Ś Bahar- ang and rŚ́NddP MGMrs' Bhairav-ang. 

M n D N Ś NŚnDnP Bahar-ang and P M G r S Bhairav-ang. 

The use of Ma and Sa is found as the vadi and samvadi, respectively. The svara 

responsible for the change-over from Bhairav to the Bahar-ang, needs to be 

carefully considered to avoid sluggishness. ‘Ik panchi bole, ik dar par ćoc 

khole’14- a beautiful composition in drut teentāl.  

                                                           
14 Jñan Prakash Ghosh, “Jñan Prakash Ghosher Gān”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim 
Banga Rājya Sangit̄ Academy, 2002), 40. 
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Devaranjani Rāga : An early 20th cent mentioned by V.N. Bhatkhande in his 

pioneering modern work on Rāgas.In a recording of renowned Guru and 

vocalist Pt. Balasaheb Poochwale we observe the following 

ragādāri:“PḍṆṢ00SM0GP,MPdPM00MS, SSdṆ0̣0NṢ, 

SMGPN00dPM00,SNḍṆṢ,PdNŚ00NdPM000, 

MPdN00dN00dPM00GPMS00dṆṢ000, SM00GPM00MSdṆṢ000, 

MPPddNŚ00NdNŚNd00PM00,” 15 

Projection on Suddha Ma instead of Pancham is very important. There is a Rāga  

called Devaranji which belongs to Bhairav Thāta. That Ra ̄ga  has no 

resemblance to Devaranjani of south. Bhatkhande gives-the following features 

for Devaranjani: Devaranjani is an interesting Rāga and has been popularised in 

the north. 

Aroha: SMPdNŚ Avaroha: ŚNdPMS 

Vadi, 

Samvadi: S, M 

Typical phrases: SM MP  NdPddŚdP ŚdndPM MPdŚ  MPM MPd dŚŚḾŚ 

NŚdP MPŚ  dndPM   SM MPdŚMPM  

                                                           
15 Pandit Balasaheb Poochwale, “Rag Devaranjani” Youtube Video, 22:36, Feb 11, 
2015,https://www.youtube.com/watch?v=wynMcbkBM40. 
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SM MP NdP ddŚ dP Śdnd PM MPdŚ MPM MPd dŚ ŚḾŚ NŚdP MPŚ 

dndPM SM MPdŚ MPMComposition: ‘Jiya ̄ ke birha, Ka se kahu sajani’ sung 

by Pandit K.G Ginde16 

Komal Ni can be used as a kan svara, and this is accepted by Bhatkhande 

although he does not show it in his svara presentation. Using Bhatkhande’s vadi 

and samvadi, the following: Aroha: SM MP nd ndŚ Avaroha: ŚndndPdM MS 

Chalan: SMMS SM MPM MS MPMMPM d nd nd P M MPMSMPndndŚ 

ŚM ́Ḿ M ́Ś M P d  d  P dnddPdMddPMPM MS.The omission of two 

successive svaras Re and Ga is not accepted by the traditional musical 

fraternity. According to the contemporary trend, if the Rāga have survived for 

such a long time, this omission should be overlooked. Raga elaboration 

continues as follows: 

Aroha: SMP dNŚ 

Avaroha: ŚN dP MS Pakad: MPdPM S d ̣S 

Chalan: S S SMPM MMPddP MPddNddP dPMMMP dd dMPddŚd d N d  N d 

PM Pd  dNdPddPMPMMPM  S. 

S S SMPM  M MP ddP  MPddNddP  dPM M MP  dd dMPddŚ d d N d  

N d PM Pd  dNdP ddPMPM M PM  S 

                                                           
16 Pandit K.G Ginde, “The Legend Pt. K.G Ginde- Raga Devaranjani”, Youtube video, 2.27, July 4, 2013, 
https://www.youtube.com/watch?v=Ox0CJnQyPls 
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Gaurī Ra ̄ga (Bhairav ang): A popular type of Gauri that belongs to Bhairav 

ang. This raga can be traced to the works of Pundarika Vitthala and Ahobal, 

both of the 16th cent. 

It is a combination of Kalingada and Shree Rāgas. Its jati is Audava- 

Sampoorna. Svaras Ga and Dha are not used in aroha.Ahobal refers to two 

varieties of Gauri, one with Ga in the Aroha and the other without Ga in the 

aroha. However, more than two varieties of Gauri are prevalent at present. 

Gauri of the Bhairav ang has a shadow of Kalingada.It is generally sung at the 

evening where Ga and Dha are avoided in the aroha, keeping avaroha as 

sampoorna. Teevra Ma is totally kept away. Further points: 

Vadi, 

Samvadi: R, P 

Pakad:   SNḍṆ ̣rGrMGrSrN ̣S     SG’’PG’rSS’rNṢ’’dḍṆ’̣’dṛS G0G’rS, SPGrS, 

SMP’’dP’’’MGPGrSS, MPdP’’PdNP’dMPdPPG’’ 

GPdPG’rS.PGrSrGrS.GMPdN’’DNNNdP’PGrS. Ś’’NrŚ́NŚNdPdŚ, 

S’’NrSSNdP’dPM MP’PGrS rG’Sr0S’. SGM’’MPPGrS. MPdPdP’dPdPMP PGrS. 

Chalan: SNḍṆ ̣ rGrM GrSr  NṆṢṂdṆṢ NṢ, MMrGrS, MPdPM, rGrrS  rS 

MPdPM dPM rGrS. 

SN ̣ḍN ̣ rGrM GrSr  ṆṆS M ̣ḍN ̣S ṆS M MrG rS M Pd PM rGrrS  rS 

MPdPM dPM rGr.Composition: ‘Chalo re sakhi gokul dham’, sung by 
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pandit Jasraj17 in madhyalaya teental. In some other opinion, the vadi and the 

samvadi is the same Komal Re, Pancam respectively.  Aroha: SrMPNŚ 

Avaroha: ŚNdPMGrS Vadi: r (Samvadi pa) 

Chalan:  

SrrS rM MS GrrS rM P NŚ NŚŕr ́Ś Nŕr ́Ś NdPGr PM GrMGrS 

rPPdP ddP MdPMrMr MGr rS SS r S.Some more views are available: 

In Gauri of the Bhairav ang, Ni is to be used in the mandra saptak with a 

definite phrase G r S Ņ S or rGrSŅ S N.̣ However, there are differences with the 

ra ̄gadari on some other points: some scholars employ both Ga and Dha in the 

Aroha, while others avoid. 

Aroha: SrGr GGMPM Pd N Ś 

Avaroha: ŚNdMP dMPMrG rG r N ̣S N ̣S 

Vadi,Samvadi: M, S 

Pakad:r G r 

Chalan:MdPdMPGM, S r S N ̣SSrGS  SrGGMPPMG MGrPMGMGr 

dPGM PdNdPdPGM PdNŚNŚr ́ŕŚNŚNdPdPMGPPMGMGrrS. 

Composition: ‘Mandarava na aye ri’18. Futher suggestions from Performers: 

Svara-Sangati: MPdN r ̇Ǵr ̇Nrd́PM GMGrMPdN ṙǴr ̇NŕdPM GMGr 

Vadi, Samvadi: P, N 

                                                           
17 Pandit Jasraj, “Golden Voice Golden Years- Pt. Jasraj,” Youtube Video, 4.48, March 11, 2016, 
https://www.youtube.com/watch?v=RJepolNWqbE 
18 Ramashray Jha, ‘Abhinava Geetanjali’, (Allahabad: Sangeet Sadan Prakashan, Vol-04, 2014),  P-96. 
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Pakad: r GrMGrṆ 

Chalan: NṛGr PMGrS PNMGrMG rNṆ ̣rGr PMGrS PNMGrMG rṆ 

Detail analysis shows that this variety has Kalingada overtones, and so it is 

sometimes called ‘Evening Kālingada’. The scale is: 

Aroha: SrMPNŚ 

Avaroha: ŚNdPMGrS 

Gunakri ̄ Ra ̄ga: 

Ra ̄ga  Gunakrī belongs to Bhairav ang. The striking feature of this raga is the 

dM combination as in d2M’ r0r0 S. There are two Rāgas called Gunakalī which 

belong to Bilāval and Bhairavi ang respectively, are totally different from 

Gunakree. Jati of Gunakree is Audava-Audava.  Ga and Ni are totally avoided 

in the Aroha and the Avaroha. ‘Gāo Gunkali guniyana mein’19- A Madhya drut 

Teentāl composition composed by Pt. Jñan Prakash Ghosh. 

Being a variety of Bhairav, Gunakri is often mistaken with the popular Gunakali 

due to its phonetic similarity. But they are different Rāgas. Gunakri may be 

placed under the Bhairav aṅg. The phrases S d d P and S ḑ S r r S should be 

used properly because they show the Bhairav-ang clearly. The absence of Ga 

and Ni separates this Ra ̄ga from pure Bhairav. Another composition tuned in 

                                                           
19 Jñan Prakash Ghosh, “Jñan Prakash Ghosher Gān”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim 
Banga Rājya Sangit̄ Academy, 2002), P- 27. 
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Vilambit ektal- ‘ Dariya ̄ Kināre Par Pachtāye, Sanga ke sathi sab pār utar 

gaye’.20 

Aroha: S r M P d Ś Avaroha: Ś d P M r S  

Vadi,Samvadi: S, P  

Pakad: MPdMrS SP    Calan: S rdṢ SrM Mr SrMP 

MPdPM, SrPM Mr SM PdŚ,  ŚrŚ́ ŚrḾ́ḾrŚ́ ŚrŚ́d,   PdM MrS. 

S rd ̣S SrMMr, SrMP MPdPM, SrPM Mr SM PdŚ,  Śr ́Ś Śr ́ḾM ́r ́Ś 

Śr ́Śd,  PdM MrS.Three more views are examined here.  

Vadi, Samvadi: d, r 

Pakad: Key phrase – SrMPdMPdMr0r0S. Calan- SrM MPdMPMrS, MPdŚ 

Ś dŕŚ, Srd ̣S rMPdMrS    dPMrMrS  

Performers suggest the following: 

Vadi, 

Samvadi: P, R Pakad: PPdMrrS  

BriefCalan: rSMPd’ PMPdP MRS MMPdŚ rŕŚ́dP MMPMrS.Avoiding the stay 

or Nyasa in re and also applying the svara-sangati dM(using Pa) in Gunakri 

keeps it away from Ra ̄ga  Jogiya. Other suggestions are as follows: 

Vadi,Samvadi: D, R 

                                                           
20 Ibid, P-26 
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This is considered to be a high class Rāga for its dignity. The Ra ̄ga should 

be sung slowly in the morning to establish the serinity with all its dynamics and 

articulation. Hindustani Rāga Jogia is allied to Gunakree. Composition: ‘Pitam 

pya ̄re mere nya ̄re, sab jagake mohan ugiya ̄re.21
 

JogiyāRa ̄ga:‘More Kangnā Ka ̄ga ̄ bol re’22 –a famous composition sung by 

none other than Pandit Rajan Sajan Misra themselves gives the complete outline 

of  Jogiya. It is also known as Jogi. The Ra ̄ga is allocated to the early morning 

hours and has meditative qualities. Jogia is totally different from Ra ̄ga Jog and 

it exhibits the characteristics of the Bhairav ang.The jati is Audava—Sạdava. In 

aroha svaras Ga and Ni are not used whereas Ga is dropped in the 

Avaroha.dM2rS, SrMM P, P dn dPM00, rŚNdMPdŚ, Pdr0́0S.23 A very 

important Nyasa or hold on Swara Pancham should be strictly followed. 

Some views given herehas the following features: Aroha: SrMPdŚ 

Avaroha: ŚN d P dMrS  

Vadi,Samvadi: M, S  

Chalan: rMM PP dMrS SrrS Nḍ2̣S MPdPd002M rMr0S MMPPd2Ś ŚrŚ́ 

ŚrḾ́Ḿ3r0́dŚ ŚrŚ́NdP’,MP0d’ndŚnd00PM0 PMG rS, MPddMMG rrS SrM. 

Komal Ni, a vivadi note, may be used as an avarohi kan svara touching from 

Komal Dha. The svara-sangatis rM and dM are very appealing.There is a view 

                                                           
21  Ghosh, “Jñan Prakash Ghosher Gān”, P-28. 
22 Pandit Rajan Sajan Mishra, “Raga Jogiya”,Youtube Video, 7:12,  August 12, 2013, 
https://www.youtube.com/watch?v=jmoznHWNEiI 
23 S.N Ratanjankar, ‘ Raga Jogiya’, Youtube Video, 14:24, Dec19, 2012, 
https://www.youtube.com/watch?v=XWTP1cvol1w 
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that Jogiya is a blend of raga Bhairav and Asavari. An important phrase that 

beautifies the raga is MPPMPPMPdndŚndPM. 

Though Aroha of Jogiya and Gunakri match closely, their avaroha are slightly 

dissimilar due to the employment of Ni in Jogiya. Pa is weak in the avaroha. 

Nya ̄sa on Ma has a very pleasing effect and is the typical characteristic of Jogia. 

Svara group dMP should be nicely rendered to create the Jogia effect. Komal Ni 

has the Karuna rasa (pathos) that sounds beautiful. Always sung during early 

hours of morning, the following calan is elaborated as: 

Calan: SrS NḍṢ rrMrS rMPP dMrS  M0PdP00dM’ nd0PdPM’PdŚNdPM 

rMPdM PMMrS’’MMPPd2Ṡ Ṡr ̇Ṡ Ṡr ̇Ṁ r ̇Ṡ S ̇r ̇Ṡ0Nd’PPdndPM0’PPdMPdPM0G rS. 

Another calan is available: 

MrS rMPP dMrS  SrM M ddP dŚdPdM PNdNddP MPddM  N d 

PMdMPMrS M M P d ṠNdPdM rrS. 

The use of Komal Ni in the avaroha can enhance this mood as given below: 

ŚNdPMrS, ŚNdP dndPM rS. Other details are as follows: 

Pakad: SrMrSPṠr ̇Ṡ 

Alap:SrM MpMGr MPd PMr ṆsrS  S rMPdPM MPd ŚNdPdPM 

rMPdM PdpMGr  SrPMrṆd ̣rS 

SrMPdNṛdMr rMdr ṆN ̣Śr ́NPdpMrMPdMP dpMGrSrM MrS. 
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When the Andolit Komal Dha is sung just after suddha Ma with one Sruti below 

its normal position, there could be sad overtones. Similarly a performer always 

descends on Komal Re from Śuddha Ma with a jerk instead of a meend in the 

avaroha. Overall Jogiya has the ability to create a tearful mood. The use of 

Murki, Gitkiri, Tan, and Harkat in this raga is totally prohibited. Murki and 

khatka are used in Ra ̄ga Kalingada while gamak and tan is used in Rāga  

Bhairav. Acc. to the following data: 

Aroha: S r M P d Ś  Avaroha: Ś N d P M r S      Vadi: Ma 

Pakad: r MPd PMrS 

Chalan: dPMrS SrMP dMP MrS MPdṠNŚŕŚṠNdM dndPMrS. Gunakri 

has similarity with Jogiya. However, Gunakri rests briefly on Re and Dha, while 

Ni is totally absent in both the Aroha and avaroha. The following phrases of 

Gunakri are: SrrS S rrSandMPrrS MPd d P. These phrases separate the 

two Rāgas. Their avaroha are: 

Gunakali: Ṡ d P MPrrS Jogiya: ṠNdP dM rS 

Jogiya has a Kalingada-ragang  but Re and Dha are not Andolit.  Phrases such 

as M P d P d M or d P d M show the Kalingada- ang. A brief calan is: 

SrS SrM MPdP dM MrS MPdP dM  dndP  dMMPdŚ  NdPM 

PdndPŚN d PPdM MrS. Proper use of the phrase d M r S enhances the 

Jogiya effect. Though Ga is totally absent, it can be used as a Kan svara to re as 
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in d M r S. Oscillation on Re should be avoided to remove any shadow of 

Bhairav. 

‘Piya milana ki ās’, sung by Abdul Karim Khan. We find the halting on Ma 

enhances the beauty of the Rāga. 

Basant Mukhari Rāga: A morning Rāga with an unique blend of Bhairav and 

Bhairavi. In the uttarang or the higher tetrachord, phrase ḑ ņ S M is heard but 

dha is komal. The Bhairav-ang is present in the poorvanga during the aroha and 

avaroha. It is a mixture of Bhairavi ang and the Bhairo ang. Komal re is 

oscillated. Pancam is prominent. Sn~̣dṇṛṢ00’, dṇṢ Gr~00S0’, 

dṇṢG00’dṇṢGr~S00’, dṇ~̣Sd~ PM0P0’.The traditional composition ‘bhayo bhor 

maur bolan lāgi’- has the dominance of the Bhairo ang. According to some 

scholars, the raga has many similarities with Kausị̄ Bhairav where the kauns ang 

is prominent with a touch of Bhairo Bahar(RnD). But there are controversies 

regarding it.  

 Calan: 

Aroha: S M GMP00M M nd nd n Ś 

Avaroha: rń d PM0’ GM GMPMrSrḍ ̣Sn ̣S M 

vadi,Samvadi: M, S Chalan: n1̣d ̣Sn ̣2S, SGM0’, GMM 2nd1GM0’, MGPM0’, 

GMd1nŚd2M, ndPGM nd nd  d n Ś Ǵr ́ Ǵr ́  ŚndPMGM rGMPMGM PMGR 

GrrS. 
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Megh Ranjani Rāga : An extremely beautiful and pleasing rāga of the Bhairav 

ang. It shows an ang of Rāga Lalit when Teevra Ma is applied along with 

Śuddha Ma. However there is no dhaivat as in Lalit. The Ra ̄ga also has no Pa. 

Re is komal. Sung as a pre-dawn Rāga, the following data gives the detailing: 

Aroha: NṛGMG rGMNṢ 

Avaroha: rŚ́NMG MrGrS Vadi, 

Samvadi: M, S Svara- 

Sangati: S-M 

Chalan: NrGG MMG r G r S MNṢ  NṂG MrGrS Nr GM 

ExamplewithTeevraMa: NrGMmMGrGMGrS GM2N2mM,   S00Nṛ0S. 

There are two varieties, one has only Śuddha Ma, and the other has both forms 

of  Ma. Pa and Dha are absent in both the varieties. Generally, in North Indian 

style, two successive notes are not dropped in a Rāga but Megh Ranjani is an 

exception. Both of them have Ma and Sa as vadi and samvadi, respectively. 

Other points are: 

Megh Ranjani with Śuddha Ma has the Aroha: S r G M N Ś 

Avaroha: ŚNMGrS Calan: SrrS  rGM M M MGrrS S S SGGM 

MNNŚNŚM ́ M ́ Ḿr ́ǴM ́ǴǴr ́ŕŚ 

Megh Ranjani with both forms of Ma has the following features: 

Aroha: r G M N Ś 
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Avaroha: Ś NMGmGrS Calan: SrS rG GMGṆrS ṆrGM   

MNNŚMMGrGMmMMGrGmGGrSMmMMGrGrS. 

Nat Bhairav Rāga:‘Saba Mila Gāo Baja ̄o’24- sung by Patiyala Kasur gharana 

exponent Pt. Ajoy Chakrabortyji. Nat Bhairav has the anga of Nat in poorvanga 

and of Bhairav in uttaranga. It shows mostly the Bhairav anga. There is a 

mixture of the Nat ang with the Bhairav anga.  The structure of the Rāga as 

given by stalwarts is as follows: Aroha: SRGMP G M Nd P Avaroha: P Nd P M 

P RGGMRS. Vadi,Samvadi: P, S 

Pakad: RGMd1dP’ dPMGMGR NṚS 

Chalan: SGRGMNd00P’  SSRS GRGMGRS  RGGMMPP  GMNd ~Nd~P 

GMNdNŚ00NdP’   dPMP0MG0MGR0S   RGMd~d~P0’dPMGMGR GRNḍ ̣NṢ 

GM N3dN3dNŚŚǴŔḾǴŔŚŚŔǴŚŚNdNdP0’ddPPMPMGR  GRS. 

Composition: ‘Dim tom tana ta dim tanana25’ a Tarana in Ektāl composed by Pt. 

Jñan Prakash Ghosh.The Nat-ang lies in the phrases like SGRRGGM RRS 

RGMPSR while the Bhairav-ang is seen in MPd1d~NŚNd~0dNdP. Scholars 

allocate Nat Bhairav to morning hours, and provide the following features: 

Aroha: SRGMPdNŚ Avaroha: ŚNdPMGRS Vadi, Samvadi: M, S 

Pakad: GMd dP GMR RS Calan: S GR R S RG M P d N S GR 

                                                           
24 Ajoy Chakraborty, ‘Geetinandan2’P-55 
25 Jñan Prakash Ghosh, “Jñan Prakash Ghosher Gān”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim 
Banga Rājya Sangit̄ Academy, 2002), 5. 
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GRGMGR RSḍṆSRGMPGMddP ddNŚŚŚddNdP dPG MRGMSRSṆS. In 

Nat Bhairav, Pa is the connecting swara of Nat and Bhairav. It combines the 

two rāgangas PMPdP dPM PGand PPRRGMP MPddP. So Paṅcam can be taken 

as the vadi svara. Other features are: 

Aroha: SGRGM P d NŚAvaroha: ŚNd PMGMRS Pakad: SGR RGMP  PdPd 

PdPMPGM GR GRGRS. 

vadi,Samvadi: P, S 

Calan: SRGMSGR RGMP   dNŚGRGRGM   MPPdPdP 

RGMdPdPMPGMR RGṆS   MPddNŚŚNNddP RGMP GMR RGNS. 

The composition ‘Ratan jadẹ motiyana s ̇o’sung by Guru Pt. Jñan Prakash 

Ghosh is perfectly based on the main phrases of the Rāga. The following 

features are: 

Calan: SRGMdP dNŚNdP MPMG MRS ṆS GMPdP dŚNdP MGMRS 

dPMG MRS. 

Prabhāt Bhairav Ra ̄ga: A combination of three or four Ra ̄gas with an 

individuality of the Bhairav ang. It is a morning Rāga with a beautiful blend of  

Raga Lalit and Bhairav . Some musicians use the name as Prabhat or Prabhati. It 

is dominated by the Bhairav-ang with a touch of Rāga Lalit. Lalit-ang is present 

only in the avaroha where both Ma-s come together. The Bhairav-ang is seen in 

the use of Komal Re and Komal Dha. Here is a brief pakad and chalan given: 
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Pakad: GMG rS rS ḑŅS GMdP MGr GMmGrS.Calan: SrrS GMGrS MMGM 

PdP M r G M mGMGrS dṢ S  N ̣S SrG rG M MM r G M mGMGrS SPPddNG 

dNŚ  Ś N d PMGM dPMGrGMm GMGrS. 

SrrS GMGrS MMGM PdP M r G M m GMGrS ḍS S  Ṇ S SrG rG M 

MM r G M m GMGrS S PPddNG dNŚ  Ś N d P MGM dPMGrGMm 

GMGrS. 

The vadi svara Ma separates Prabhat Bhairav from Bhairav while Pa keeps it 

away from Lalit. Ma and Ni in the avaroha separate it from Ramkali.The Ra ̄ga 

is performed in the Madhya and vilambit laya, because drut laya could bring the 

essence of raga Kalingada. Another view of the ragarup̄ is as follows: 

Aroha: NrGMmG GMPdNŚ Avaroha: ŚNdPM MdmMG r G m G r S 

Vadi, 

Samvadi: M, S Pakad: G M d NdNdNdmMPG M. 

Chalan: SṆrS rGM, MPMMdmMG, rGmGrS, SrGMP,  GMNddPM 

MNdNSNrS,SrNSNdNdPM, MdmM,  rGMPGMGrS. Composition: 

‘Mundana  Velare’26 -Teevra Ma of Lalit is used in the phrase rGMm G. Many 

musicians keep the use of Teevra Ma less to avoid any influence of Lalit. It can 

be avoided by using the phrase N ̣ S G M P G M. Here is the Pakad: 

GMPGMdPM GMmGrS. 

                                                           
26 Pt. Sharad Sathe, ‘Raga Prabhat Bhairav’, Youtube Video, 39:27,  July 9, 2017, 
https://www.youtube.com/watch?v=mB3OatSw-eM 
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Chalan: NSGMPGMddPGM  GMNdŚNŚ dNdPGMPG NdNdSNdPM  dPMG 

rGMmGrS.NSGMPGMddPGM  GMNdSNS dNdPGMPG NdNdsNdPM 

dPMG r G M m G r S. Some other features of the Rāga are given below: 

Calan: SrrS dṆṢ GMrrS GM mMGM rrS S r r S GMddP dddMP GMrrGM 

GMmM GMrrS P SrrS GMddPd d N Ś d N Ś rŕ ́Ḿ ḿ Ǵr ́ Ś ddNddP GMddP 

GMmM GMPMrrS.SrrS ḍṆS GMrrS GM mMGM rrS S r r S GMddP 

dddMP GMrrGM GMmM GMrrS P SrrS GMddPd d N Ś d N Ś r ́ŕ Ḿ 

ḿ G ́r ́ Ś ddNddP GMddP GMmM GMPMrrS. The presence of Ni and Ga 

preserve the identity of the raga and prevents it from the flavor of Gunakali. 

Bibhās Ra ̄ga: 

Bibhas is a very beautiful raga. Vibhas and Rewa, in general, may be considered 

as complementary ra ̄gas for the similarities in their scales. In Bibhas Nyāsa is 

taken on dhaivat and rishav unlike in Rewa. Rewa has a prominent Gandhar and 

Paṅcam. The Rishav- dhaivat focus of Bibhas is missing in Rewa. This Rāga 

should be sung even before sunrise. The composition ‘Mohan basi baje’27 

composed by Jatileshwar Mukherjee is based on this raga. It is sung by 

renouned vocalist Pt. Ajoy Chakraborty. The antara of this composition is in 

misra Bivas form as it uses a touch of suddha madhyam.  

The elaboration is in the following: 

Pakad: dP GP GrS GP dP Sd P 

Calan: ddP G P d P  G r S  S r S  G P d P  G P d P s d P  d d P  S r G P  

                                                           
27  Pt. Ajoy Chakraborty, ‘Mohan Basi Baje’, youtube video, 4:26, March 10, 2015, 
https://www.youtube.com/watch?v=jGvkJpE0e0I 
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S d r S d P  G P d P  G r S  G P d S S r S r d r S  S d P P d  G P G r S .  

ddP G P d P  G r S  S r S  G P d P  G P d P s d P  d d P  S r G P  

S d r S d P  G P d P  G r S  G P d S S r S r d r S  S d P P d  G P G r S . More 

details are as follows: Aroha: S r G P d S Avaroha: S d P G r S Vadi, 

Samvadi: d, r 

Pakad: P d d P P G P G r S  Svara-Sangati: GP 

Calan: S r G P D S  S r S  S r G r S  

S r G P d G P  S d P  P d  P dS ́ dS ́S ́ d d P d P d G P  

G P G P d P G r S  

Composition: ‘Prat samaya nandalal darasako ...’  

The following pakad gives the true characteristic of the raga: 

G P d P  G P G r  G P G r S  

It is practically difficult to sing the large gap between Komal Dha and Tar Sa, 

particularly while executing tans. During the raga alap or aochar, performers use 

double Dha such as in S d d P or P d d S d d for keeping up the momentum. 

Another view is added in the following: 

Pakad: G P d P  G r S Calan: S r G P d P  G r S  P P d d P  G d P d G P  

d d P  G r S  P d  P d G P d  S ̇dS ̇  d d P  G r S .  

There is another raga called Śuddha Vibhas where all the svaras used are 

Suddha. It is said that there are more Dhrupads than khayal in this Rāga. The 

following features are: 

Aroha: S R G P D S  

Avaroha: S N D P G R S  vadi, 
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Samvadi: D, G 

Pakad: SD P D N D P G R S  The following composition with approximate 

notation may throw some light on the structure of the Rāga. 

Notation: SRGP DP D D P N D P  G P  G G  R R  S S  S S  S S  D D D P  D S N  

Śivamat Bhairav Rāga:‘Aj Mojud bhai’- Sung by the veteran vocalist Pt. 

Jitendra Abhishekiji. A different version ‘Aj moujud re rahe bhaye’ is 

documented with full notation in the book ‘Songs of Khayāl’.28This raga has 

both forms Ga and Ni and komal forms of Re and Dha, Ma is Śuddha. Komal 

forms of Ga and Ni are used in the avaroha ang as in NṢg r S, NṢdnP. 

The ragarūp is similar to Bhairav.  Calan: SrrSG M P M G r S N ̣S  S  g  r  

S d P G M P G M r S P P G  M r  G M d P G M r  S N ̣S  

N ̣S  d ̣ N ̣d ṇ ̣P ̣ Ṃ P ̣d ̣N ̣S  P ̣N d ̣N ̣S  r g r  S N S d n d P  P d N d P  M G M r S . 

SrrSG M P M G r SN ̣ S  S  g  r  S d P G M P G M r S P P G  M r  

G M d P G M r  SN ̣ S  

N ̣ Sd ̣  N ̣d ̣n ̣P ̣  M ̣P ̣d ̣N ̣ S  P ̣ Nd ̣N ̣ S  r g r  S  N  S  d  n  d  P  P d N d P  

M G M r S . Śuddha Ga and Ni are present in the aroha and its komal forms in 

the avaroha. The komal forms are only used in the specific point in the ragang. 

Aroha: S r G M P d N Ś . Avaroha: Ś N d P ndP M G M r S   

vadi, 

Samvadi: d, r 

Calan: S G P M G r S   S r r S  SN ̣ S S G M r  G P d d P  dd  NS ́ dNŚŕ 

Ǵr ́g ́ŕŚN ́Śd d n d P  G M r r S  S r g S r S . Composition: 'Gavo ... guni. The 
                                                           
28 Nicolas Magriel with Lalita Du Perron, ‘The songs of Khayāl, Book Two: the song collection’, (New Delhi: 
Manohar Publishers, 2013), P-581. 
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Ra ̄ga has devotional aspect in it. Further points:  

Pakad: GMPMGMd N d gdnPMGMr SrgrS calan: Ṇ ḍ S ḍ ṇ S 

rGMP GMdP MGGr SrgrS SrGMP GMNdP MGMNdS ́  

NdndP GMP GMr SrgrS.  

N ̣ ḍ S d ̣ ṇ S rGMP GMdP MGGr SrgrS  

SrGMP GMNdP MGMNdS ́  NdndP GMP GMr 

SrgrSComposition: ‘Ghar aye mora syam’ is in Teental. 

Another view is available: Rāga is unfolded with the Bhairav flavour, with alap 

or tan ending with the ra ̄gang r g r S. Other points are: Aroha: SrS GMP N d Nd Ś  

Avaroha: Ś ndP MgMP MGM G rgrS 

vadi, 

Samvadi: P, S,  Pakad: gMP ddP r ́ndP dndPMrgrS.  According to  

some other  opinion,  the Rāga has Todi and Kanada-ang apart from the 

Bhairav ang.We can get a glimpse of Todi in the phrasePGMr rgrS  while the 

phrase Ś ddP PdnPGMd d P shows Kannada rāgang. Aroha: SrGMPdN Ś 

Avaroha: Ś N d P dnP GMr grS 

Pakatd: GMdd nPGMr grS  Chalan: SrrS  SGMrrgrSG M d d  n  Pd  M 

P G M rrgrS.  

Ra ̄mkeli ̄ Ra ̄ga: A morning Rāga having a few variations. In one variation, 

which is not very popular, Ma and Ni are omitted in the aroha.The second type 

is sampoorna in both the ascending and descending and has resemblance with 

Bhairo. While in Bhairav mandra and madhya saptak becomes important, in 

Ramkali madhya and tar saptak dominates. 
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The third type is also very popular and has Teevra Ma and Komal Ni as vivadi 

svaras. A typical phrase of this variant is m P d n d P. Further details of the third 

variant are: 

Aroha: SG MP dNŚ  

       Avaroha: Ś N d P m P d n d P G  G M P G M r S  

Vadi, 

Samvadi: d or P, r Pakad: dP mP d n d P G M r S  

Other points given are: Aroha: S rG P d Ś Avaroha: Ś N d P M G r S  Vadi, 

Samvadi: d, r Chalan: S r r S  G M r S  d P  M G M r  M r S  M G P P  

d d P  M G M P  d n d P  d d P  M G r S  M P d d Ś Ś NdP Pd M P MGMrS.  

    S r r S  G M r S  d P  M G M r  M r S  M G P P  d d P  M G M P  d n d P  

d d P  M G r S  M P d dS ́ Ś NdP Pd M P MGMrS.  

In another view we get:- Aroha: SG MP d N Ś Avaroha: N d P mPd n d P G  

M r S .  Teevra Ma and Komal Ni are vivadi svaras, used only in the avaroha. 

Ending Alap phrases on Panċam separates it from Bhairav. Other points  are: 

Aroha:S r G M P d N Ś Avaroha: Ś N d P m P d n d P  P PG M Pr S 

vadi, 

Samvadi: P, S 

Pakad: m P d n d P  PGMPrS 

Alap: 

N ̣r S  S r G M P r S  

S r G M P  P m  P  P G  M  P r  S  

PGMGP P m  d  P m  P  d  Nd P  PG M  G  M  Nd N  Ś d  Nd P  m P d n d P  
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P G M  G M P G M P r S  G M N d Ś  Ś r ́ Ǵ r ́ Ś Ś r ́Ń ŚNd mP m P d Nd P dP m P PG 

M GMPrS. Generally sung in the middle and upper octaves, the raga has no 

andolan on re and dha. Catch phrase with tan: PdNSrSNSdndPMGM 

Composition: ‘Sakhi mere manaki ko jane’ in Teental explains how Ramkali 

tries to come out of the shadow of Bhairav. Unlike Bhairav, Ramkali progresses 

within uttarang, employs Teevra Ma in addition to Śuddha Ma. It avoids 

Andolan on Re and Dha. Re is used as in G r S. Bhairav has a typical phrase M 

r S which separates it from Ramkali. Here is the following pakad and chalan: 

Pakad:GMP mPdndP Chalan: S rGMP mPdndP mP G M G r S MPN d P m P d  

m P G  Ś N d P  m P d n d m P  M G r S .  SrS GMP G M P r S  S G M P  d d P  

G M d d P  d m P  G M P  G M r S  G M d N  N d P  P d N d P  d P m P  d N d Ś  

S r ́ Ś  N  r ́  Ś  d d P  m P d N d P  m P G  M P r r S .  

 

S rGMP mPdndP mP G M G r S MPN d P m P d  m P G  S ́ N d P  

m P d n d m P  M G r S .  SrS GMP G M P r S  S G M P  d d P  G M d d P  

d m P  G M P  G M r S  G M d N  N d P  P d N d P  d P m P  d N d S ́  Sr ́S ́  

N  r ́  S ́  d d P  m P d N d P  m P G  M P r r S  

Bhātiyār Rāga:Bhatihar is an early morning Rāga in which the use of panċam 

separates it from other ra ̄gas like Pooriya, Sohni, and Lalit of the same Tha ̄ta. It 

employs both forms of Ma, but not like Lalit.Some scholars set Bhatiyar as 

amixture of Ra ̄ga Kalingada, Lalit, and Paraj. 29A meend or glide from Dha to 

Śuddha Ma is performed in this raga. It is an uttaranga- pradhan Rāga. There is 

                                                           
29The Oxford Encyclopedia of the Music of India, ed.by. Late Pandit Nikhil Ghosh(New Delhi: Oxford University 
Press, vol- no.01, 2011), s.v. “ Bhātiyār.” 
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variety of Bhatiyar belonging to Bilaval-ang which is very rare nowadays. It has 

resemblance with Rāga Mand to some extent, but Mand has Śuddha Re. This is 

a combination of Bilawal and Jhinjhoti with Komal Ni.  In this type all the other 

swaras remain Suddha. For the currently popular Bhatiyar, the following 

features are:PGPrPGP,MPNDŚ 

Aroha: SDP DM PG mDŚ Avaroha: rŃDP MPG rS 

Vadi, Samvadi; M, S 

Chalan: SDDPM PG mDŚ  NDP M PG mDmG PGrS mDŚ ŚNrŚ́ rǴ́rŚ́ ŚM 

MPG mDŚ rNDmG mGrS. SDDPM PG mDŚ  NDP M PG mDmG PGrS 

mDŚ ŚNŕŚ ŕG ́ŕŚ ŚM MPG mDŚ rNDmG mGrS. Composition: ‘savera 

mora ̄ pya ̄ra ̄’ in vilambit Ektal  by pandit AjoyChakraborty. 

The ragarūp is added in the following: 

Aroha: S r S G m D Ś Avaroha: ŚNDPM GmG rS Chalan: SDDPM MPG PM 

MPDŚ NDPM DPM PDŚrŚ́NDPM GM PGrS mDS SN rǴ́rŚ Ś r ́N D P mDŚ 

NDPM mDPM PGrrS.SDDPM MPG PM MPDŚ NDPM DPM PDŚr ́ŚNDPM 

GM PGrS mDS SN ŕǴr ́S Ś ŕ N D P mDŚ NDPM mDPM 

PGrrS.Composition: ‘Mero man base kara lino sānvariya ̄ re’30, in madhyalaya 

Teental.Aroha: SrSM PG mDŚ Avaroha: rŃDPM PGrS  

                                                           
30 Ajoy Chakraborty,“Geetinandan 2”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), 18. 
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Brief Chalan: SDPM mDŚ ŕNDP PDNP DM PGrS SrS PGrS SrSM 

MPpG mD ŕNDPM mDNS SNŕŚ r ́NDP PDN NP DM NDmG PGrS M 

NDPM DNDDŚNŕŚ r ́Ǵŕr ́Ǵm ́Ǵr ́Ś. 

There is another type of Bhatiyar with the Bilaval-ang: 

Pakad: PMGRS RRS SRnḌP̣ ̣

Chalan: SS RPP DPMGR SR DDnP PDŚ ŔnDP PPDDn ŔnDP DPMGRS RS 

Kālengrā:‘Chārdike ma ̄lanca berā, oi dekha jae bāri amar’- a famous song from 

Bidya Sundar Jatra Pala, performed by Pt. Gopal Ur is a beautiful example of 

Raga Kalingada or Kalengra. Gurudev Rabindranath Tagore was so impressed 

with this composition that he put this tune into his composition- ‘Gharete 

Bhramor elo gunguniye’. 
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Mārwā and its allied rāgas {in terms of Rāgān̩ga} 

Mārwā Ra ̄ga: Marwa is sung during the last prahara of the day and considered 

as a sunset raga.  Popular compositions id Marwa are : ‘Jagata mein janam jab 

liyo unki daya ̄ se’31-Trital Drut, ‘ Jab koi chale nā sa ̄th’32—Trital (Vilambit). 

Svaras used are Komal Re, Śuddha Ga, Tivra Mat Suddha Dha and Śuddha Ni. 

It creates a space to enter the Kalyan ang Ra ̄gas of the post-sunset hours. Marwa 

is a very popular Hindustani Ra ̄ga and is called the Āśhraya Ra ̄ga of Mārwā 

Thāta. Jati of Mārwa is Sạdạva Sạdạva. Pa is omitted.  

Ra ̄gas similar to Marwa include Pooriya and Sohini. The following is the 

features: 

Aroha: SrGmD N Ś 

Avaroha: Ś NDmGrS 

vadi, 

Samvadi: r, D 

Pakad: DmGr GmG rS 

Compositions: 1. ‘Jagat janani jagadamba bhavani’ in Teental 

While Re as the vadi is always preferable, but the other choice is Dha. Other 

details are : 

                                                           
31 Ajoy Chakraborty,“Geetinandan 1”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004),20 . 
  
32 Chakraborty, ‘Geetinandan’, 19. 
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Aroha: N ̣r G m D Ś 

Avaroha: r N D m G r GmGrS Vadi: D (Samvadi not stated) 

Chalan: N ̣r ̣D ̣ṃDṢ r mGr DmGr  mDrS rŃ DmGr GmGrS NṛGmD 

  Ṇ r ̣ Ḍ  ṃḌS  r mGr  DmGr  mDrS r ́N  DmGr  GmGrS  N ̣rGmD 

Ālaps in Marwa can end on Ga, but if these phrases are used too often, then the 

essence of Pooriya ang may emerge. In the avaroha, the phrase r ́ N D m is 

preferred to Ś N D m. Other details are as follows: Aroha: N ̣ r G m D N r ́

Avaroha: rŃDm Gmr NṛS 

vadi, 

Samvadi: D, r Pakad: rGmDDmGr Chalan: SN ̣ r NḌ ̣ṃ NḌṢNṛS mr NṛS NṛG 

mr rGmDmgmr GmDmGmr NṛS Nṛ GmDDm Dm D Dm ND ND Nm rGmD 

mND NrNdŚNr ́NDNŚ ND DNDmGrGmDmGr rGmr NṢrS 

SN ̣ r ṆḌ ṃ N ̣ḌSN ̣rS mr ṆrS ṆrG mr rGmDmgmr GmDmGmr 

N ̣rS Ṇr GmD  Dm Dm D Dm ND ND Nm rGmD mND  NrNdŚ  Nŕ 

NDNŚ  ND DNDmGrGmDmGr  rGmr ṆSrS  

If Dha is highlighted as the vadi svara, then Marwa comes close to the morning 

Ra ̄ga  Hindol. Prefering Ga as the vadi, here is the following chalan for Marwa: 

DmGr GmGrS  NṢ rr S NḌṃ̣DṆṛG m D m G r S NrŃDmDmG rGmD 

NDmG mDmG G G m D Ś ŚrŚ́ ND ND mDNDmG rSDmGmDmGrS. Dha of 

Marwa is one sruti higher than the Śuddha Dha of Pooriya. Dha of Mārwa isone 
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sruti higher than its Śuddha form, its Re is higher than its komal form but lower 

than its Śuddha form. It is almost impossible to use any fixed svara as the vadi 

of Marwa. Sa is always used indirectly due to its typical calan. Here is the 

following detail: 

Aroha: NṛG mDNŚ 

Avaroha: ŚNDm DmGrS vadi, 

Samvadi: D, r 

Pakad: NṛGmDmD mGr G m G r S 

mmD mmDmGr GmDmGrS rrDḌG̣Grr GmDmGrS mDmDŚ ŚNrŕD́D ǴǴrŕ ́Nr ́

NDmGrGmDmD mGr GmGrS.  

Pakad: SN ̣Nṛ rNḌ̣Ṇ ̣ṃDṢ Chalan: SNṛNḌ ̣Nṃ̣DṢ NḌṃ̣NḌṛ DṆṛG mGr GmD 

mDmGr GmDND mDmND mDNr ́ rŃDmD rNDŚ ŚNDNr ́ NND NmDŚ 

NDmGr rNṆḌṢ. 

Chalan: SṆrṆḌ ṆṃḌS N ̣Ḍm ̣ṆḌr ḌṆrG mGr GmD mDmGr GmDND 

mDmND  mDNŕ r ́NDmD  rNDŚ ŚNDNŕ   NND NmDŚ  NDmGr 

rṆN ̣ḌS. 

Puriyā Ra ̄ga: ‘Bhai Sām nahi ayeghanasya ̄m abahu dwāre’33-A pleasing 

evening melody under the Marwa That. It omits Pa which brings it close to 

                                                           
33 Jñan Prakash Ghosh, “Jñan Prakash Ghosher Gān”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim 
Banga Rājya Sangit̄ Academy, 2002), 46. 
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Marwa and Sohni. Pooriya dominates the mandra and madhya saptak whereas 

Marwa and Sohni are elaborated in the madhya and tar saptak. 

The Vistār or the swara unfoldment should be done between the mandra Teevra 

Ma and madhya Teevra Ma in Puriya ̄. Meend or glide is taken as N-r in the 

aroha and m-G in the avaroha. 

The svara-sangati Nm in Pooriya is a striking feature as in the rāgang S N D N 

m G. Pooriya has a weak Re and Dha unlike Marwa but its Ga and Ni are very 

strong svaras. Presenting the raga in the following manner: 

Aroha: NrS GmD NŚ Avaroha: SND m G r S Vadi, 

Samvadi: G, N 

Pakad: GNrS NDN mD rS  

Pooriya sounds beautiful in the mandra saptak. Trained performers easily 

descend to the mandra saptak till mandra Ga. The following details of Pooriya 

are as follows: 

Aroha:    NṛS GmD NṛS 

Avaroha: ŚNDmG NṛG NṛS Pakad:    G NṛS NḌṆ ̣ṃ D ̣r SNṛG NṛS 

Chalan: NḌṃ̣G ̣ ṃDṆṛS  GNṛS NṛmG G m D G m GNṛGmG NṛS GmD mG 

NṛSNṃDGmG NṛmG NṛG NṛS. 
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N ̣Ḍm ̣G̣  ṃḌN ̣rS  GN ̣rS  ṆrmG  G m D G m GṆrGmG  N ̣rS  GmD mG 

N ̣rS  ṆmDGmG  ṆrmG ṆrG ṆrS. 

Svara-sangatis GN and Nm add charm to the raga, if used as in Nm dG m G mN r 

S. The raga is meant for pre-midnight hours.  

Pooriya is known to be a favourite raga for the instrumentalists because of 

its high suitability for meends. Though there is a contradiction among scholars 

on the choice of Dha (komal or suddha) in Pooriya as in the case of raga Lalit, 

but since Dha is weak in Pooriya, the choice of Dha matters little. Using Ga as 

its vadi svara, the calan is in the following:  

Pakad: G r S N ̣r S 

Chalan: SNḌṂ̣ NṛS NṛGmG SNṛS GmNmG Nr SmG m D m D N rŚ́NŚNDmG 

m N m G NṛS 

Beside Ga, Ni as important svaras of Pooriya, Teevra Ma is also very important 

and provides the following phrases: rrG rG mmG mDmG GmDN mDmG mG 

mGrG NṛS. Scholars also advise to carefully select phrases in the uttarang such 

as G m D N m D m N NDN N N D NŚ NrrŃNDN mDmG to keep away Sohini. 

Pooriya should be elaborated in the poorvang through phrases like SrSGmGrS S 

D ̣N ̣D ̣NḌṆ ̣SrS GmDGmGrS. 

The following has the pakad to identify Pooriya:SNṛS GmDNmDm GmG rG 

NṛS. 
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Sohini Rāga - A popular Rāga which is widely popular through vocalist Bada 

Ghulam Ali Khan’s disc-record ‘Ka sanga khelu mein phāg’, belongs to Marwa 

ang. This is the one which is popular wherein only Ma and Dha are both Tivra. 

‘Dekh Dekh man lalachaye’- sung by Ustad Rashid Khan is a brilliant 

composition. 

Scholars assign Sohni to the Marwa Thāta though Sohni resembles Pooriya due 

to the use of similar svaras. Sohni is uttaranga (upper tetrachord) pradhan or as 

against Pooriya which is poorvāṅga (lower tetrachord) pradhan. Some 

musicians describe Sohini as Pooriya of the morning hours. Sohni is highlighted 

in the tar saptak—which has weak Re in the Aroha. Other points are: Aroha: 

SGmDNŚ Avaroha: Ś rŚ ND GmD m G r S 

Vadi, 

Samvadi: D, G 

Pakad: Ś NDND GmD NŚ.Ra ̄ga  and its samay are inter-related. Rāgas that are 

sung at the beginning of night, such as Pooriya, blossom more in the Mandra 

saptak. Slowly as the night progresses towards early morning, night rāgas are 

performed on higher notes until morning. It is a new Rāga that moves more in 

the tār saptak. 

Some musicians often employ Komal Dha in Sohni. But that is very rare. 

Another view is in the following details: 
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Aroha: SGmDNŚ Avaroha: ŚNDmDG mGrS Chalan: GmD GmG rSNṢ GGmG 

mDNŚ D N Ś rŚ́ND m D N D mG mGrS ŚNDmG G m D G m G SGmDND 

mGmDNŚ rŕŚ́ ǴrŚ́ ḿǴrŚ́ ŚND mDNDmG D m G mGrS. GmD GmG rSṆS 

GGmG mDNŚ D N Ś r ́ŚND m D N D mG mGrS ŚNDmG G m D G m G 

SGmDND mGmDNŚ ŕr ́Ś Ǵr ́Ś ḿǴr ́Ś ŚND mDNDmG D m G mGrS. 

Sohni is very much close to other uttaranga-vadi Rāgas such as śuddha Basant, 

Paraj, and Hindol. The features are as under: 

Aroha: S G m D N Ś Avaroha: Ś NDmG mGrS  

vadi, 

Samvtdi: D, G 

Pakad: ŚNDmG mDNrŚ́ 

Chalan: SG mGrS mDND NDmG m D N Ś NDmG mDNŚ NrŚ́  ŚrŚ́ND 

NNDNŚND mG mDNŚ DNrǴ́rŚ́ rŚ́NŚrŚ́ND DrŚ́rŃŚ rŚ́ND NDmG mGrS. 

Pakad: SGmDNŚ NDN DmG mGrS 

The calan given below has the basic phrases of this evergreen ra ̄ga: 

Chalan: ŚrŚ́NDNDm DNŚ  NDND GmGrS SNṢ GmG GGmDNŚ NDND GG 

mGm GrSmDmDŚ ŚrŚ́rŚ́NDN ŚḿǴrŚ́ SNDNDm GmGrS. 

Ra ̄ga Sohini is not meant for slow compositions of khayal. It is better suited for 

Thumris. A detailed Ra ̄gadāri shows: Aroha: SGmDNŚrŚ́ Avaroha: ŚND mGrS 

Pakad: rŃŚND Chalan: Śr ́NŚ ND m D N Ś NDmG GmD rŚ́ NDmG mDmDNŚ 
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rŚ́ ŚǴḿǴrŚ́  N D N Ś rŚ́ND mDmGrS  SGmDNSrS. The traditional 

composition ‘Ka ̄he ab tum a ̄ye ho mere dware’34- in Teental gives the clear 

outline of Sohini. 

Ra ̄ga Śuddha Barārī too has the Marwa ang when sung in a pure moodkeeping 

away the Pooriya Dhyanashri ang. Jasraji sung a beautiful composition – ‘Kunja 

Behāri Thāri re, Bāsuri lag man pya ̄re.35There is another Barari which has 

proximity to Puriya Dhanashri of the Poorvi ang.GPDNDND00PPG’ DPGGr0S0’ 

GGPNŚNDPGDPGGr0S00, P0NDŚNrŚ́NDNDPPG, DPGGrS00’. 

Puriya Kalyan: ‘Shyam chabi man mein sama ̄yi, ya ̄d piya ki a ̄ye’,36.  

 

 

 

 

 

 

                                                           
34 Malini Rajurkar, ‘Raga Sohini’, Youtube Video, 13:29,  Dec 26, 2010, 
https://www.youtube.com/watch?v=bp_fBlo0_B8&start_radio=1&list=RDQMxW8Me6x4TFI 
35 Pt. Jasraj, ‘Raga Suddha Barari’, Youtube Video, 4:05, Nov 20, 2012, 
https://www.youtube.com/watch?v=7ihvtfuBI0c 
36 Ajoy Chakraborty,“Geetinandan 1”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-17. 
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Ka ̄fi ̄ and its allied Rāgs 

Ra ̄ga Kāfi: A beautiful composition ‘Jare jare jare ja Koyeliya, ban me jare 

ambua dare, bahāde sur nadiya’37 is an example of the majestic raga Kafi. The 

ra ̄ga rūp of Kafi is diverse. The kāfi scale is heard in many musical formats all 

over the world. Kafi is much accepted for lighter forms such as Tappa, Dadra, 

Thumri, Kajri, Chaiti, Jhoola, Dhun as because it allows performers to create 

more spontaneous variations. The dilute form of kafi is often called Mishra Kafi 

and it doesn’t generally have a fixed structure of its own. The use of Suddha Ga 

and Suddha Ni makes the raga attractive. The most popular phrase for common 

listeners is SS RR gg MM P. According to Vinayak Rao Patwardhan Suddha Ga 

may be allowed in the Avaroha38 as in M G M P g R S. In the upper tetrachord 

of Kafi Suddha Ni is touched due to its closeness with Tar Sá. The phrase D P g 

R enriches the beauty of the Raga. 

The pure form is hardly sung now. The present form of Kafi has resemblance 

with the raga Sindhura, another light raga, which has the shades of Kafi. During 

Dhrupad or Kheyal performance the Gandhar is demonstrated in a controlled 

way. Ma and Pa are important swaras and it is not sung in straight way 

Sampoorna. ‘Aj khelo Shyam Sanga Hori’39_ a famous compositon by Shankar 

Rao Vyas. Chalan: S R g M GM P   M P D n D P  M P MgRg R g S R ņ 

                                                           
37 Ajoy Chakraborty,“Geetinandan 1”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-14. 
38 Sangit Mahabharati, 1st ed., 2011, s.v “Avaroha”. 
39  Geetha Ravikumar, ‘The Concept & Evolution of Raga in Hindusthani and Karnatic Music’, Mumbai: 
Bharatiya Vidya Bhavan 2002( first ed.), p-124. 
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                                    S  R SR g Rg M gM P.  

S R g M GM P   M P D n D P  M P MgRg R g S R ņ,  

                                    S  R SR g Rg M gM P.  

Bhimpalasī Ra ̄ga - ‘Karam karo more sai, ab to mori naiya ̄ a ̄n pari majhadār’- 

a beautiful composition in the popular afternoon Rāga, assigned to the Kafi 

Thāta by V.N. Bhatkhande. He points out that the Rāga closely resembles 

Dhanasri, and suggests the following features: 

Aroha: n ̣S g M P n Ś  Avaroha: Ś n D P M g R S   

Vadi,Samvadi: M, S 

Pakad: nṢM M g P M  g  M g R S 40 

It’s Ma, the vadi svara, separates it from Dhanasri. Its sampoorna avaroha 

differenciates it from Dhani while the prominent Ga and Ni in the Aroha 

separates it from Sindhura. Another Dhrupad composition‘Kunjana mein raco 

ra ̄s’ is set in Chow̄tal. This is as follows: 

S g S M g R S  S g M P  M P n D P S R S M g R S  n  S g M P  n DP  

M g M P g M g R S  P M P  g M P n D P  Ś n D P  M P n n  P n P n S M g R S  

n D n D P  D  P M  P M  g M P M g R S .  

                                                           
40 Sangit Mahabharati, 1st ed., 2011, s.v “Bhimpalasi”. 
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S g S M g R S  S g M P  M P n D P S R S M g R S  n  S g M P  n D P  

M g M P g M g R S  P M P  g M P n D P  S ́ n D P  M P n n  P n P n S M g R S  

n D n D P  D  P M  P M  g M P M g R S .  

Taking rest or using Nya ̄sa on Pa instead of Ma brings it closer to the 

Dhansri ang. The avaroha in Bhimpalasi vakra sampoorna like M P Mg M g 

R S. Ma is the most important note in the poorvang and Ni in the uttarang. 

The analysis of the Ra ̄ga is as follows: 

Aroha: n S Mg M P Sn S 

Avaroha: S n D P M P M g M  M g R S  Pakad: SM MgP M g M g R S  Alap: 

S  n P  S
N  S  S n R S  g  S R  S  R S M P

M   P M P
M g M  

M S S  g  S R  S  

n  S  g  M  P  M g  M g  M  M  D P  n  P D  P  D M  P  M g  M  

S g M P g M n P M g M g  S  M g  M  g  S R  s M  D P  S n  S n  n P  S n  S  P  n  g  g  

M g M P n  S n S P n S n P D P  M D P M g M  S  M g  P M  D P  M g  S g M g SRS. 

Bāgeśri:Ye ri ye mein kaise kar ayu’- g M D n S” 

gMnDnS, M D n S.  The madhyam is powerful andis considered as the core of 

the raga. A small hold on ga with a kan of Sa to Re is advised. S g M, M g M D, 

D n D, D-M, g, SR, S.   S nD n D, M P D Mg, SR, S. Another composition 

‘Yada ḱaru dhyan dharu ma ̄ta ̄ Saraswati’41- is sung by kaushiki Chakraborty in 

the album Geetinandan. 

Bārwā:‘Baje mori Payeliya, Jhanana’- sung by Pt. K.G Ginde. Most Hindustani 

                                                           
41 Kaushiki Chakraborty,“Geetinandan 1”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-59. 
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musicians today make ‘light’ of this raga but this raga always demands a kheyal 

treatment. Barwa maintains a close alliance with Raga Kafi, Sindhura and Deśī. 

S R M P or P g (Sindhura),M P Mg R or M P DNS (Kafi); R P R g (Desi). 

Dhāni Ra ̄ga -Considered to be a light Rāga, it is used mostly in Tappa, Thumri, 

and Bhajan. V.N. Bhatkhande assigns it to the Kafi Thāta. Ancient Dhani had 

two forms: one which omitted both Re and Dha as done by many present-day 

musicians, and the other which had only Re. The present form has the following 

features: 

Aroha: n Ṣ g M P n Ś ,  Avaroha: ŚnP Mg S  

Vadi, Samvadi: g, n  

Chalan: g S gMP nPnŚ ǵŚ nP Mg gS M P g M P n  P n S  g S n  P g  g M P n  P 

M g  S.g S gMP nPnŚ g ́Ś nP Mg gS M P g M P n  P n S  g S n  P g  g M P n  P 

M g  S. Dha is totally avoided in Bhatkhande’s version, whereas Re is dropped 

only from the aroha. The vadi and samvadi are Komal Ga and Komal Ni 

respectively. It is an all-time Ra ̄ga and is also preferred as an evening Rāga.  

Composition: ‘Dinana mahananda manao sakhiri’ in Teental.  

Stalwarts suggest the following: 

Aroha: gMP nPg R n Ṣ  S g M P n g Avaroha: SnP Mg n ̣S  

Vadi, Samvadi: g, n 

Pakad: nP gg Sg 

Brief Chalan: Rn S g M P  g g S  g M P n P n S S n P n P g S g R n S  

Pa is the vadi, and Sa is the samvadi. 

Meends should be totally avoided, to separate it from Dhanasri and Bhimpalasi. 
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To avoid their influence, a skillful use of Komal Dha like in the phrases 

M P g M d P o r P n M P g M d P  i s  s u g g e s t e d .  

The phrase g R n S of Dhani also separates it from Dhanasri which employs g R 

S. g M n P M Pg Rn S is the catch phrase. 

A limited use of Re is allowed as in phrases g R S R n Ṣ g M P n P  n P M g  

R S n Ṣ g .  

Hansakinkini Raga: Hansakinkini is perceived as a mixture of Kafi and 

Kamod. The suggestions are as follows: 

Aroha:NṢG M P N Ś Avaroha: Ś n D P M g R S  Vadi, 

Samvadi: P, S 

                Chalan: S N ̣S G M P  P g R S N ̣N ̣S  G M P  M G S  S G M P  n D P  M P M G  

M P g R S M P  N N Ś n D P M P Ś n D P g M P  g R S. S N ̣ S G M P  

P g R SN ̣N ̣ S  G M P  M G S  S G M P  n D P  M P M G  M P g R S M P  N N Ś 

n D P M P S  n D P g M P  g R S. According to some other view, it is a rare 

raga with the ang of Tilang in the Aroha, and the ang of Bhimpalasi in the 

avaroha. In this view, suddha Ga and suddha Ni used in aroha are actually 

shrutis between their suddha and komal forms. 

The raga also has the Dhanasri-ang and is considered as a post- noon raga. 

Generally śuddha Ga and śuddha Ni are employed in aroha, and Komal Ga and 

Komal Ni in avaroha. The vadi and samvadi (Pa, Sa) are as in the versions 

given earlier. The calan is: 

Aroha: N ̣S G M PN  Ś 

Avaroha: Ś n D P M P G  M P M g R  
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NṆṢ 

‘Govindrao Tembe calls it Hamsakankani. He believes that it is a compound 

raga of Hamsa and Kankani, both of which are not in vogue. It evolved by 

employing suddha Ga in a specific manner in raga Patdeep. Like Nawab Ali 

and Patwardhan, Tembe omits Re and Dha in the aroha. Komal Ni is used in a 

vakra manner in the avaroha as in D n D P’.42The following pakad and chalan 

is: 

P A K A D :  SG P g R S   

Brief Calan: SG M P g R S  S G M P  M G  P g R S  M  P N Ś  

N Ś ǵ Ŕ Ś  D n D P  M G  S G M P  g R S  

Patadeep Rāga- ‘Bairana bhayi kari re koyeliya’,a drut composition set in 

Teental. This is a post-noon raga, assigned to the Kafi That. ‘There is a view, 

held by Subba Rao, that the present version of Patadeep is different from what 

was earlier known as Patadeep or Patadeepaki. There is one more name, 

Pradeepakisame as Patadeepaki but Pradeepaki is the older version”43. 

Patadeep has Komal Ga and Suddha Ni with all other svaras suddha. The 

prevalent form has śuddha Ni in aroha or Ni in- between suddha and komal 

forms whereas avaroha has Komal Ni. The raga is elaborated in mandra and 

madhya saptak. It exhibits some charactrtistics of Bhimpalasi but the komal Ni 

of Bhimpalasi is totally avoided. After a nya ̄sa on Suddha Ni the phrase S g R S 

is added as N ̣ S g R S. Sometimes Dha is added in aroha as in P N D N Ś, 

                                                           
42The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Haṁsakinkini.’ 
 
43The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Patadeep.’ 
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though normally in Patadeep, Re and Dha are omitted. This is an evening raga, 

according to some noted musicians. 

Aroha: NṢ Mg M P N Ś Avaroha: ŚNDPMgRSN ̣SgRS 

Vadi, 

Samvadi: P, S 

Pakad: SgMgRSN ̣SgRS 

Jog: ‘Dhana Jobana nadī nāo saṅyog’- A madhyalaya Teentāl composition 

composed by veteran performer Pt. Ajoy Chakrabortyji. PṇṢGMPGM SMg~S is 

an important phrase of Raga Jog. Another composition-‘Piya Tum Bin Mohe 

Caina na base, biraha agana mein jiyara ̄ jale’- is very popular among Pātialā 

vocalists. The Stha ̄yi ̄ of this composition is based on the phrase 

GMPMPGMgSgS n ̣P ̣ Sn ̣ S. The Kirana composition ‘Sājan more ghar āyo’ is 

also very favourite among North Indian musicians. 
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Kānnādạ aṅg and its allied rāgs: 

Bhatkhande enumerates 18 traditional prakars of Kanada.  Of these, only about 

7-8 are elemental, in the sense that they have an original, individual swaroopa. 

 They are: Darbari, Adana, Suha, Sughrai, Nayaki, Shahana and Devsakh.44 

Ādāna ̄ Bāhār Rāga: An amalgamation of two popular Rāgas, Adana and 

Bahar. Structure of this miśra rāga is often debated. 

Three views are given below where Sa is taken as vadi and Ma as samvadi. 

Vocalists use this Rāga in three different ways:  

1. Dha is totally avoided. 2 .  Śuddha Dha is used in the A R O H A  A S  M D N S ́ .  

3 .  Komal Dha is used in the avaroha as a kan svara.45 

Presenting a chalan: 

NṢ M g P M n P  Ś  n P M M P g  M R S N ̣ S g M P  n P M  g M P g M R S  

n ̣S  M M P g M n P  S R S  N ̣ S  M M P  g  M S R S  S M M  M P g M  n n  N Ś  

N S ́ N P  g M  g M P R S .   

N ̣S M g P M n P  S ́  n P M M P g  M R SN ̣ S g M P  n P M  g M P g M R S  

n ̣ S  M M P g M n P  S R S  N ̣ S  M M P  g  M S R S  S M M  M P g M  n n  

NS ́ NS ́ N P  g M  g M P R S .  

Performed in the pre-midnight hours using suddha dha with Suddha Ma as the 

vadi and Sa as the samvadi. There are two types: Type I: Aroha: S g M P  n P N 

Ś Avaroha: ŚnP MMg M n n P M g M R S .  

Type II: Aroha: S g M P  n  P  g M D N Ś  

                                                           
44 Parrikar, Rajan P. “ Kanada Constellation(Part-1/3).” Rajan Parrikar Music Archive. 
https://www.parrikar.org/hindustani/kanada/(accessed August 8, 2018) 
45The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Aḋana B̄ahār. 
 

https://www.parrikar.org/hindustani/kanada/%20%20(accessed
https://www.parrikar.org/hindustani/kanada/%20%20(accessed
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Avaroha: ŚnP MMg M n n P M g M R S  

Some scholars avoid Re in aroha, but is in favour of engaging both forms of 

Dha, though in vakra form as in n d n S and in n D n P.The ra ̄gāṅg M n D N Ś 

reflects the pure Bahar-ang and the raga is sung in the post-midnight hours. 

Other features are: 

Aroha: S g M P d n P n Ś Avaroha: Ś N R S  n D n P  g M R S   

Chalan: S g M P S  n Ś  n d n Ś  Ŕ S  gMPgMRS n P  M n D N Ś  n d n P  g M R S  

Ādānā Rāga:  ‘Bājata mrḍanga gāwata Dhamar’ – A Dhamār composition in 

tāl Dhamār’. The popular Rāga is a variety of Kanada where Ga is komal, Ni is 

in both forms and Ga, Dha are always employed in an andolit state. Adana is 

ornamented in the middle and the upper octaves unlike Darbari which favours 

lower and the middle octaves. Adana needs a powerful voice to unfold itself. 

Here are features of this midnight Rāga:- 

Aroha: S R M P d N Ś 

Avaroha: Ś d n P M P g M R S  Vadi: Sá 

Pakad: Ś d N Ś  d n P M P g M R S  

Composition: ‘Gagari mori bharana nahi de’ in madhya laya Teental’. 

Adana acts as a switch-over Rāga for the ragas that are elaborated in madhya 

and tar saptak. 

Chalan: n n M P  Ś  n P  M P n  d n P  M  g M  R S  M M  P  Ś  d n Ś  Ŕ N Ś  n P  

g g  M  M R S  M P  Ś  Ŕ Ś  Ś n Ś P  n M  P  Ś  d n P  M M  P n n  g  M R  S  

R n Ṣ g  M M  P n P  

n n M P  S ́  n P  M P n  d n P  M  g M  R S  M M  P  S ́  d nS ́  R ́ NS ́  n P  g g  
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M  M R S  M P  S ́  R ́S ́  S ́ nS ́ P  n M  P  S ́  d n P  M M  P n n  g  M R  S  

Rn ̣ S g  M M  P n P .The basic structure of both Adana and Darbari is almost 

the same as in the following:  

S Rn ̣S d ̣Sn ̣S S R Mg MgM R S  

 

M P Ś n d n d Ś n Ś d n Ś Ŕ Ś  

Ḿ ǵ
Ḿ ǵ  Ḿ  Ŕ  Ś  Ḿ ǵ

Ḿ ǵ  Ḿ  Ŕ  Ś  N  S  R  n d  n d  N  Ś  Ś n d  n  P  

n n P M P Ś n M P M g M g  S R S  

M PS ́ n d n dS ́ nS ́ d nS ́R ́S ́  

M ́ g ́M ́ g ́  M ́  R ́  S ́M ́g ́M ́ g ́  M ́  R ́  S ́  N  S  R  n d  n d  N  S ́  S ́ n d  n  P  

n n P M PS ́ n M P M g M g  S R S  

 

n Ṣ R M P n M P Ś n d n d n Ś Ŕ Ŕ Ś n Ś n d n P R M P n  

M P Ś Ŕ Ŕ Ś n Ś Ŕ Ś Ŕ Ś n Ś Ŕ Ś nd PM P n n P M P Mg PM P Mg M RS 

n ̣ S R M P n M PS ́ n d n d nS ́R ́R ́S ́ nS ́ n d n P R M P n  

M PS ́R ́R ́S ́ nS ́R ́S ́R ́S ́ nS ́R ́S ́ nd P   M P n n P M P Mg PM P Mg M RS 

Aroha: n S R g M P n S  Avaroha: S n P M P g M R S  Dha is introduced later 

because Nayaki Kanada has the same aroha and avaroha.The only way to keep 

Adana away from Nayaki Kanada is through the use of Komal Dha. Adana and 

Darbari both has Komal Ga, but in Darbari the Re is ati-komal and tilts towards 

Re. Similarly, while the Komal Dha of Adana leans towards Ni that of Darbari 

leans towards Pa. The Uttarang of Adana: M P M P Śd n Ś 

Uttarang of Darbari: M P M P p d p d n n Ś  
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The following calan of Adana totally omits Dha: 

Chalan: M M RS nṢ M P n P  n n P M  P g  g M R S  P n n P  M  P  n  Ś  Ŕ  Ŕ  Ś  

M  P  Ś  Ś  Ŕ  Ś  n  n  P  Ś  P n n P  M P n g  g M R S .  M M RS ṇS M P n P  

n n P M  P g  g M R S  P n n P  M  P  n  S ́  R ́  R ́  S ́  M  P  S ́  S ́  R ́  S ́  n  n  P  

S ́  P n n P  M P n g  g M R S .  Adana is considered as a lighter counterpart of 

Raga Darbari and many string instrumentalists favour avoiding Dha while 

playing fast phrases and therefore they drop Dha totally. 

Darbārī Kānādạ Raga - A popular composition ‘Khelo piya sanga Hori hu to’- 

is set to madhyalaya Teental. The raga is considered as the main raga of the 

Kanada- ang. It is also mentioned as Darbari. It is said that Tansen created this 

raga, and performed in the durbar of Mughal Emperor Akbar (r. 1556-1605). 

The Emperor was so pleased that it came to be called Darbari Kanada. It is 

assigned to the midnight hours with komal Ga, Dha, and Ni. 

Re and Ma are Suddha. Ga is weak in the aroha. The raga is unfolded in the 

mandra and madhya saptaks. Further points from Bhatkhande are: 

Aroha: nṢRgRS MPdnŚ Avaroha; ŚdnP MPg MRS Vadi, 

Samvadi: R, P 

Svara-Sangati: nP 
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Pakad: gRRS dṇ ̣S R S.46A weak Ga in the aroha keeps it away from Kafi while 

the omitted Dha in the avaroha keeps it away from Asavari.The following 

details are: Aroha: NṢRMP dnŚ 

Avaroha: ŚnP gMRS Chalan: RRSnṢ Rd ̣ nP̣ ̣ nḍṇḍṢnṢ RSnṢ RggMRS RMP 

ddnP MPdg MPndndnŚ nŚŔ MPdnŚ ŔǵŔ ŚnŚ ddnP MPdg MRS.RRSṇS Rḍ 

ṇP ̣ ṇd ̣ṇd ̣SṇS RSṇS RggMRS RMP ddnP MPdg MPndndnŚ nŚŔ MPdnŚ 

Ŕg ́Ŕ ŚnŚ ddnP MPdg MRS.The phrases with touch svaras and a vakra 

avaroha are given below: 

Aroha: S R Mg Mg M P nd nd sn Ś 

Avaroha: SndnP M PMgM RS nṢRS 

Pakad: n ̣S R Mg MRS nṢR RdṇP̣ ̣

Alap: S nṢRMMpP ṂPṇḍ ̣nḍ ̣SnṢ SR Mg Mg MRS nṢRS SR SR Mg Mg MP 

M P nd nd n P nM P Mg Mg M RSRS 

S R Mg Mg M P nd nd n PMP nd nd nP ŚnŚ dnŚŔŚ ŚŔḾǵḾǵḾŔŚ ŔŔŚnŚ nd 

ndnP nMnP Ś Mg Mg M R S  

S ṇSRM MpP ṂP̣ṇd ̣ ṇd ̣ SṇS SR Mg Mg MRS ṇSRS SR SR Mg Mg MP M P 

nd nd n P nM P Mg Mg M RSRS 

S R Mg Mg M P nd nd n PMP nd nd nP ŚnŚ dnŚŔŚ ŚŔM ́g ́Ḿg ́ḾŔŚ ŔŔŚnŚ 

nd ndnP nMnP Ś Mg Mg M R S. ‘Tero ru ̄p varani na jaye’-in madhya laya 

Teental. 

                                                           
46The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Darbari Kannada.’ 
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2. ‘Ajab teri ye duniya allah miya’ in madhya laya Teental 

3. ‘Jhanaka Jhanakawa more mitwa’-  

 Aroha: SRgMPdnŚ Avaroha: Ś d n P MPgMRS Pakad: ggRSRS MPndnP 

MgMRS 

A chalan, based on the above composition is given below: 

SṇSRMgMRS ṇSRS ṇd ̣ṇS Ṃ M ̣P ̣nḍṇd ̣ṇS  RṇS SRRM PnMg 

MRS RSṇS RMRSṇS ṇSRS nd ̣ṇS  MPndnŚŚŔnŚ   ŚnPnMPnMg MRS 

RSņS RMRSṇS RSṇd ̣ṇ S. Svara Ma merges with Ga creating a unique mood 

with the andolan on ga (like Mg Mg Mg). This Komal Ga elongated with one 

sruti higher than the normal Komal Ga. Pakad: Rg g Rd ̣ nṢ Calan: P̣ṇSR 

d ̣ṇRSS R Mg Mg MRS M PgMg MPndnP MPndnŚ nŔŚ Śd nŔŚ nPg gM 

RS. 

Komal Dha and Komal Ga are pulled down to their ati-komal states during 

Andolan. Ga and Dha have kan svaras of their respective higher svaras. For 

example Ga has Ma and Dha has Ni as kan svaras. On the other hand Ga and 

Dha have kan svaras of their respective lower svaras Re and Pa. Examples are: 

SR RgRg M RS and RSP̣ḍP̣ḍṚS. 

Aroha: nṢRg MP dnŚ Avaroha: ŚdnP MPgMRS Vadi, 

Samvadi: R, P 

Pakad: RnṢRd ̣dṇṚS MPpdpdnP MpRgRgMRS 
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Chalan: S RnṢ RSPḍP̣ḍṇṚS dṇṢ Rn RgRg RgMRS MMPPpdpdn P nnPMPRP 

gMRS MPpdpd nŚ Śg pdpd n n Ś.S RṇS RSP ̣ḍP ̣d ̣ṇRS ḍṇS Rn RgRg RgMRS 

MMPPpdpdn P nnPMPRP gMRS MPpdpd nŚ Śg pdpd n n Ś. 

Composition: ‘Akbar ke darbar gaye guni’ in Teental 

Komal Dha is always vakra and Andolit in avaroha. Komal Ga can also be used 

straight as M g R S.  

Aroha: S RgMPdnŚ Avaroha: ŚndnP MgMRS Chalan: SRS ńSRṇSRd ̣ṇP 

ṇP ̣ḍṇS Rg RS RgMP MgMRS RMP dnP MPdnŚ ŚŔ ŔǵŔŚnŚ ndnP gMR 

ṇSRS. 

Bāhār Ra ̄ga- ‘Kaliyan Sanga Karata rangaraliya’47- A popular Ra ̄ga associated 

with a happy mood that indicates joy. It is considered to be a Rāga  of the 

season of Vasant or Basant, that is springtime, consisting roughly from 

February to April. Though the raga is sung in the midnight hours in spring time 

it can be sung at any time. Compositions in Bahar generally contain 

romanticism. 

This Kafi Thāt raga omits Re in the aroha and omits Dha in the avaroha. Some 

musicians make use of both forms of Ga and Dha. 

V.N. Bhatkhande cautions Thāta its vivadi svaras, Thāta is Śuddha Ga and 

Komal Dha, be employed with great skill. Some musicians avoid both Ga and 

                                                           
47 Pandit Bhimsen Joshi, ‘RagaBahar,’ Youtube Video, 9.08, June 26, 2011, 
https://www.youtube.com/watch?v=8W1n5O7eDa0 
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Dha in the avaroha. The svara- sangati of Śuddha Ma and Śuddha Dha (MD) 

can be made very beautiful.48 

Bahar combines well with some other Ra ̄gas like Basant Bahar, Bagesri 

Bahar, Adana Bahar, Bhairav Bahar, Hindol Bahar, Malkauns Bahar, etc. In 

most of these jod Rāgas, the unique Bahar ang lies in the phrase n D P MP g M 

D N Ś .  Bhatkhande provides further data on Bahar as follows:  

Aroha: NS gM PgM nDNS Avaroha: S n P M P g M R S  Vadi, Samvadi: M, S 

Pakad: M P g M  D N S .  

Experts suggest the following scale and chalan for Bahar: Aroha: S g M P nD 

N S Avaroha: S n P M P g M RS Chalan: M M P g M  D n P D D N S ́  D N P nM 

Pg M D N Ś R ́ S ́  D n P  g  M  R S  g  M  D  N  Ś  N Ś Ŕ Ŕ Ś  ǵ ǵ Ḿ Ŕ Ś  

Ŕ Ś N Ś R ́ N P  M  D N Ś  Ŕ D n P M g M D n D  N Ś. M M P g M  D n P D D NS ́  

D N P nM Pg M D NS ́R ́S ́  D n P  g  M  R S  g  M  D  N  S ́  NS ́R ́R ́S ́  

g ́g ́M ́R ́S ́  R ́S ́ NS ́R ́ N P  M  D NS ́  R ́ D n P M g M D n D  N Ś. 

Another version is : 

Aroha: n S M M P g M  n D N S Avaroha: Ś nP M PgM RS Calan: SM M P g M  

n  D  Ś  n P M P  g  M  R S  M  M P g M  D N Ś  D  n  P  M P G M D  N  Ś ŔN 

Śn n P M P  g M R S . SM M P g M  n  D  S ́  n P M P  g  M  R S  M  M P g M  

D NS ́  D  n  P  M P G M D  N  S ́ ŔN Śn n P M P  g M R S .  

                                                           
48The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Bahar.’ 
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In the tar saptak Re is used as in N Ś Ŕ ǵ Ŕ Ś N Ś. Musicians often use Dha in 

avaroha in vakra form as in the phrase Ŕ N Ś D n P. According to the 

compositions available we find that Bahar is sung mostly in the tar saptakas in 

the following: 

Aroha: S M P  M g  M D n Ś  

Avaroha: Ŕ N Ś Ś D n P M PMg M R S  

Pakad: S M P M g M  D ̣ n ̣S n P̣ ̣ 

Āochar 

S M  M P n P M g M g M  M  n  D  D  n  S N N P M P  

M g  M g  M  g  M  P  M g  M  S R  S  g M D N S N R g RNSnDD n D n P  g  M  P  

M g  M  S R  S  Antara g M D n S  N R g R N S n D  

D n S R g R S  R N S  n  D  n  M  P  M g  M g  M  g M P R S .  

S M  M P n P M g M g M  M  n  D  D  n  S N N P M P  

M g  M g  M  g  M  P  M g  M  S R  S  g M D N S N R g  RNSnDD n D n P  g  M  P  

M g  M  S R  S  Antara g M D n S  N R g R N S n D .  

D n S R g R S  R N S  n  D  n  M  P  M g  M g  M  g M P R S . Bahar is sung with 

the use of Gamak and the alaṅkars are also gamak based.  From a new view 

point: 



P a g e  | 74 

 

Aroha: S g M n D N Ś  Avaroha: Ś n P M P  g M R S     Vadi: M. Another 

traditional composition ‘Ba ̄har āyi āyi re, gunjata bhramara kunja kunja mein, 

dāli dāli phuliyan chāyi re’- is set in drut Teental. 

Pakad: M D N Ś n P M  Important phrases: nP MP gP g M R S M n D N  S R S  

R N ̣S  n  P M  M D N Ś .  Musicologists are more liberal in the use of Dha in 

avaroha. According to them, once the Rāga swarūp of Bahar is firmly 

established, Dha can be directly employed in avaroha as in the phrases S D D n 

P N D P M P  N D P M P g M R S n  D P M g M. Other points are: 

Aroha:  N ̣S G M D N Ś Avaroha: ŚD n P g M R S  Pakad: SRSM M P g M  g  M  

D  D n P  M  P g M  R S  

Calan:  S N ̣S  S R N ̣S M  M P g M  S R N ̣S M  M  P g M  R S  g  M  D  

N N D n P  M P g M D  M D N Ś  D N Ś Ŕ N Ś R ́ R ́ N S ́  D N P R G R S S D n  P  

M P g M R S  

SN ̣ S  S RN ̣ S M  M P g M  S RN ̣ S M  M  P g M  R S  g  M  D  N N D n P  

M P g M D  M D NS ́  D NS ́R ́ NS ́R ́R ́ NS ́  D N P R G R S S D n  P  M P g M R S  

Rāga Suhā Kānādạ: Darbari Kannada- Poorvanga, Megh Malhar- 

Uttaranga.The famous composition of Sadarang ‘Tu hai Mohammad Shah 

durbar’ is a perfect example of this winged raga. If Suha is slowed in tempo, it 

becomes Megh. That’s why it is generally not sung in Vilambit laya. 

SRg~RPMnP 2Ś. ŚnPMRSRg~MRS. The andolan of komal gandhar in Suha is 

one shruti higher than in Darbari. 
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Sughrāi Kānādạ: Phrase 1-     g~ MgM 2R0 P’,  

                             Phrase 2- MPn20PNŚ00’,  3rd Phrase- MgMgM00RSR0S00’ 

Another composition ‘Nainana so dekhe maine eka jhalaka mohana ki’49 is 

composed by Ustad Faiyaz khan sab of Agra Gharana and is often sung as Suha 

Sughrai. 

Nāyaki Kānādạ: This raga has two forms, one with Dhaivat and the other is 

without Dhaivat. The calan without Dhaivat gives the following outline: 

SRg~M0gM0RSR0S, 

SRg~MP2n2P00’,MP0MP00nMP2R~g~~gMPMRSRSnṢ.SRg~MRPn00P00nPMP0MP2

R~g~~gMPMRSRS. 

 

Sāhānā Kānādā:This is an Uttaranga pradhan raga which has Dha as its vadi 

and Ma as samvadi. Andolan is on komal gandhar 

S2MM3PMg~~MD0D0DnŚn3D0DnP0’ DMPMg0MR00S’, 

Devśākh: A beautiful composition ‘Nanadiya mori jage’50 sung by Pt. K.G 

Ginde too falls in the Kannada ang. 

Husaini  Kānādạ̄ Rāga: 

Dhaivat is applied in two ways according to Ustad Yunus Hussain Khan Sab of 

the Agra Gharana. Almost all the Kanada ang ragas vary from each other on 

                                                           
49Ajoy Chakraborty, ‘Raga Suha Sughrai’, Youtube Video, 4:31,  Oct 02, 2015, 
https://www.youtube.com/watch?v=K8NAlXqswIg 
50 K.G Ginde, ‘Raga Devsakh’, Youtube Video, 2:09,  July 04, 2013, 
https://www.youtube.com/watch?v=ZGOVhUwBkJ8 
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the basis of the importance given on Ga and Dha. The following features for 

Husaini Kanada are: Aroha: S R g M P D n Ś  Avaroha: Ś n D P g M R S  Vadi, 

Samvadi: S, P 

  In some other opinion - Vadi,Samvadi: P, S  

Husaini is a pre-midnight raga and has a ‘flavour’ of  Bahar. Experts believe 

that ragas like Mudriki and Sahana may come into Husaini Kanada. Some 

scholars find similarities of Darbari Kanada though Suddha Dha is used in place 

of Komal Dha in Darbari Kanada.  

Raisa Kānādạ̄: A traditional composition ‘Man Mohalinu shyam sundarana’51- 

of the Agra gharana is sung by Ustad Yunus Hussain Khan sab in drut Teental. 

Kāfī Kānādạ̄: A beautiful composition sung by Vidushi Ashwini Bidhe 

Deshpande ji- ‘Kanha kumar ke kara ballava’52is set in madhyalaya Teental. It 

is a pre-midnight raga that uses komal forms of ga and Ni with other svaras in 

the suddha form. Though it is preferred by the instrumentalists, Kafi Kanada is 

also a favourite raga of the Jaipur-Atrauli vocalists. A few versions are given 

below: 

 

There are two variations of the raga. One a combination of Kafi and Bagesri 

and the other is Kafi- Suha mixture. The first one is explained thus Bagesri is 

                                                           
51 Yunus Hussain Khan, ‘Lecture Demonstration on Kanharas’, Youtube Video, 1:30:07, 10 Aug, 2015, 
https://www.youtube.com/watch?v=XWlh_wgyqZU&t=3767s 
52 Ashwini Bidhe Deshpande, ‘Raga Kafi Kannada’,Youtube Video, 07:21, May 6, 2012, 
https://www.youtube.com/watch?v=sPsHJYauXIg 
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considered as a variety of Kanada. and so the Kafi Bagesri version is called 

Kafi Kanada.  

The second, that is, the Kafi Suha type, is described thus Suha is also a variety 

of Kanada, and so this too is called Kafi Kanada.53- The typical svara- sangati 

of Suha that is nP is present in both Aroha and avaroha. In this type Dha is 

totally avoided in Aroha and Ma in avaroha as seen below. 

Aroha: S R g M  P n P  n Ś  AvarohaŔ n Ś D n P g R n Ṣ .  B o t h  t h e  t y p e s  

a r e  p e r f o r m e d  d u r i n g  t h e  t h r e e  h o u r s  b e f o r e  m i d n i g h t .  

The Jaipur Atrauli version uses Komal Ga and Komal Ni.  

The absence of Dha in Aroha and the use of the svara-sargati nP brings the 

version nearer to Nayaki- a major Kanada aṅg raga. 

Kausī Kānādạ̄ Rāga-‘Man Bhavana meri rasana’54,- composed by Pandit Jñan 

Prakash Ghosh.  

V.N. Bhatkhande advises that since the two varieties— Bagesri and Malkauns—

have a common border, performers should be very careful about rules so that 

there is no mix-up of the two varieties. Vinayakrao Patwardhan states that this 

variety is a mixture of the Bagesri-ang and Kanada-ang.55 

Kausik Kanada is another Kanada ang raga. It is performed during midnight 

raga, with the following features: 

Pakad: nṢM gM Pg MgRS MdnŚ nd MdndM Pg MgRS 

                                                           
53The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Kafi Kannada.’ 
54 Jñan Prakash Ghosh, ‘Jñan Prakash Ghosher Gān’, P-119. 
55The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Kausi Kannada.’ 
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Chalan: S nḍṇṢ SM Mg MgRS nḍṢ M MgP Pg RgMgRS MdnŚ Ś ŚḾ ḾǵŔŚ 

ŚndM g Pg MgRS. 

Composition: ‘Rajan ke sirtaja raja Sriram’ in Ektal. Another rāga named Kausi 

differs from Kausi Kanada with a touch of Suddha Ga. Overall the rāga has a 

unique combination of Malkauns and Kanada ang with the following features: 

Aroha: SgMdnŚ Avaroha: ŚnPMP gMRS Vadi, 

Samvadi: M, S 

Pakad: SgMdn PMPgMRS Chalan: SgMPg RSnṢ SgMPgMd nP MPg MRS 

nḍṇṢ 

SgMgMg Pg MgS MPdnŚŔŚ ǵḾŔŚ ndnPMPg MgMRS. 

It has Kanada-ang in the poorvang as in MgP MP gMRS.The Malkauns-ang is 

found in the upper tetra chord or the uttaranga as in the phrase g M d n Ś Ś n d 

M g. The following calan denotes: 

SRnṢ Rd ̣ṂdṇṢ MgRgM MgMdM MgP PM MgRS MgMdn MdnndM gMdnŚ 

ŚŔnŚ ŔǵḾǵŔŚ ŔnŚŔd dnŚ ŚndM MgP PM MgRS. SRṇS Rd ̣ Ṃd ̣ṇS MgRgM 

MgMdM MgP PM MgRS MgMdn MdnndM gMdnŚ ŚŔnŚ Ŕg ́Ḿg ́ŔŚ ŔnŚŔd 

dnŚ ŚndM MgP PM MgRS.  In another opinion Kausi Kanada has a blend of 

Suddha Kanada and Malkauns. This variety totally omits Re and the calan is: 

SnṢ ggnS nṢggM MgP ddnP nnPMPg MgnṢ MgP MPdnŚ nŚggnŚ ǵǵŚnŚd dnP 

MgP MPg MgnṢ. 
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Nagadhwani Kānādā: A charming composition: ‘Hamko bisara kahan 

chali’56- is sung by Pt. Jasraj. 

Ābhogi Kānādā Ra ̄ga -‘Carana dharo aye mope daya karo’57- a traditional 

composition sung by eminent vocalist Ustad Rashid Khan, is set to madhyalaya 

Jhāptal. It is also called Ābhogi, a Ka ̄nādā-ang Rāga allotted to the Kāfi Thāta. 

Taking Ga as komal swara Pa and Ni are totally avoided.S D Mg M R S is a 

typical Abhogi phrase that should be repeatedly used in avaroha to avoid the 

presence of Durga. A performer should be well aware of Bagesri, too, which is 

very close to Abhogi.  Many devotional compositions are set to Abhogi. Further 

points are: 

Aroha: S R Mg M SD Ś 

Avaroha: ŚSD SD M Mg Mg M SR S Pakad: S SḌSD ̣S R Mg Mg M R S 

Alap Phrases: 

SsḌs D ̣ S S R M g M g M R RDṢSRS  M D M Mg M R S 

SsḌsD ̣ S S R M g M g M R  RḌSSRS  M D M Mg M R S 

 

S R M D S S D M D S D S  

R  M  R  R  M g  M g  M  R  S  D S R D S R S S D M D  S D D S  

M Mg M D M Mg Mg M R S R D S  

S R M D S S D M D S D S  

R  M  R  R  M g  M g  M  R  S  D S R D S R S S D M D  S D D S  

                                                           
56 Pandit Jasraj, “Suha and Nagadhwani Kanada”, Youtube Video, 17:05, Oct 14, 2016, 
https://www.youtube.com/watch?v=KTngtwxzhyI 
57 Ustad Rashid Khan, ‘Raga Abhogi,’ Youtube Video, 17.32, Nov 24, 2011,  
https://www.youtube.com/watch?v=N7lVbB2-P0E 
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M Mg M D M Mg Mg M R S R D S  

 

 D S D D S R M R R M M  

D M M D D S D D S  R M R R M R R M R R  M  R  M g  M g  M  R  S  

D S D D S R M R R M M  

D M M D D S D D S  R M R R M R R M R R  M  R  M g  M g  M  R  S  
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Sārang aṅg and its allied rāgs:  

Śudh Sārang:‘Sunahrī vo  din vāpas ārahe’58& ‘Jare Kagava’, are some of the 

beautiful compositions in this unique raga. 

Badāhans Sārang Ra ̄ga ‘Āli more ghar a ̄yo’59- a rare composition sung by 

legendary vocalist Late Pandit Jitendra Abhisheki.A rare variety of raga Sarang 

is considered as a mix of raga Desi and Sarang. Badahaṅs Sa ̄raṅg falls under the 

seven varieties of Sarang together called Sapta Sarang. V.N. Bhatkhande assigns 

the Rāga  to the Kafi Thātaand to noontime, but some later authors place it 

under the Biiaval Thāta.60Other points are: 

Vadi, 

Samvadi: R, P 

Pakad: nP MRS R M P n P  N  |  n P M R S  Chalan: Pn Dn P MRS 

R M P M P n P  N S n  M  n  P  

M R S  S  s n  S  R M  M P  M P n P  N S  S R S   S n P  

P M n P M R S  S s N S  M RMP 

Pn Dn P MRS 

R M P M P n P  N S n  M  n  P  

                                                           
58 Ajoy Chakraborty,“Geetinandan 02”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-19. 
59 Jeetendra Abhisheki, ‘Raga Bad ̣ahans Sārang’, Youtube Video, 09:52, Sept 23, 2016, 
https://www.youtube.com/watch?v=gUMq8TkCn6A 
60The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Bad ̣ahans Sārang’ 
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M R S  S  s n  S  R M  M P  M P n P  N S  S R S   S n P  

P M n P M R S  S s N S  M RMP 

Some informations from the Gwalior tradition: 

Aroha: SRM RM PN Ś 

Avaroha: Śn P M D P M R R N S  vadi, 

Samvadi: R, P 

Pakad: SRM n P M R M N R S  

Chalan: SRSNP̣N ̣S SRM 

R M P n P  n M P M R  M M R N ̣S  R M P N Ś N Ś  Ś Ŕ N Ś n P  n n P 

M P MR M R M P M R M M N ̣RS  

SRSN ̣PṆ S SRM 

R M P n P  n M P M R  M M RN ̣ S  R M P NS ́ NS ́  S ́R ́ NS ́ n P  n n 

P M P MR M R M P M R M MN ̣RS  

According to some other opinion, the Rāga is derived from Vrindavani Sāraṅg 

by applying Śuddha Ga ̄ in avaroha in a controlled way. Presenting this view 

with the following details: 

Aroha: S R M P N Ś Avaroha: Ś n P M P G M R S  Pakad: R M P n P  

G M R S  nPNS 
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Calan: SṆS N S R M R S N S R M P  P G M R S  Sn ̣P ̣P ̣N ̣ SN ̣ S R M P n P M  

P  N  S ́S ́ n P n P M P  R M P G M R S .  

Vrindāvanī Sārang Ra ̄ga -‘Ja ̄re Jāre Bhavara piya ̄ pa ̄s’61- the drut composition 

is based on this significant raga of the Sarang family. Many musicians simply 

call it Sarang by not using any prefix. Another composition ‘Ja ̄u mein tope 

balihār’62- is set in drut Teental and is sung mainly by the kirana vocalists. 

This prototype of Sarang group was prevalent in the Vrindavan region near 

Agra where Lord Krishna spent his childhood. Classified under the Kafi Thāt, it 

excludes Ga and Dha, allowing a straight ascending and descending except 

using two phrases n P and M R in avaroha. To avoid the effect of the Malhar 

ang, Gamaks are not used in this noon time raga. 

Vrindavani is close to Madhmad Sarang but the difference lies in the application 

of  Ni. The point of difference was discussed at the All India Music Conference 

held in 1918 in Delhi and a definite conclusion was drawn about the two ragas.  

Komal Ni was allotted to Madhmad Sarang while both Śuddha and komal Ni in 

the aroha and avaroha respectively allotted to Vrindavani Sarang. As a vivādi 

swara, a touch of suddha Dha is also popular among Jaipur vocalists. 

Bhatkhande offers the following basis for Vrindavani Sarang: Aroha: 

N ̣S R M P N Ś Avaroha: Ś , n P M R S  Vadi, 

                                                           
61 Jñan Prakash Ghosh, “Jñan Prakash Ghosher Gān”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim 
Banga Rājya Sangit̄ Academy, 2002), 33. 
62 Jayateerth Mevundi, ‘Raga Bṛndavani Sarang’, Youtube Video, 20:04, Sept 06, 2018, 
https://www.youtube.com/watch?v=TZONQtSDpf8&t=1049s 
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Samvadi: R, P 

Pakad: NSR MR P M R S  Compositions: ‘Piya bidesa gavanava’ in Teental63. 

Typical phrases used in the poorvang are P R M R while in the uttarang n P M 

R occurs repeatedly. The following calan is: 

Aroha: S R M P N Ś Avaroha: Ś n P M R S  

Vadi, 

Samvadi: R, P 

Pakad: R M P R  M R P R S  

C a l a n :  S R R S M R  P M R S  S R M R  M R s N S  

S R M R M P  M P n P  n M P M R  R M P M R  M  P  NS ́  S ́ Ŕ NS  n Pn P M  

p n P  n  M  P M R R  M  P  M R  M  R  N g  

S R M P n P  M  P  N  S P N M RN ̣M ̣P ̣N ̣ S R S  SRMRNS S  R N  D ̣  n ̣  P  

R M P n P  n M P M R  M R N S  Composition: 'Mai na jau hari pas ri sajani’ in 

Ektal, by V.D, Paluskar. Pakad: R N S R M P  P n M P R  R S  

Chalan: P M R S  R S N S R S M P n M P  R S R N S M M P P N N P  

N P R M P M M R M N P  n P M R  P M R S  

In another view the scale is: 

Aroha: N ̣S R M P N Ś  Avaroha: Ś n P MR N S 

                                                           
63The Oxford Encyclopedia of the Music of India, ed.by. Late Pandit Nikhil Ghosh(New Delhi: Oxford University 
Press,  2011), s.v. “Brindavani Sarang.” 
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It is recommended that the alaps should generally end on N ̣S to establish the 

ra ̄garūp of Sarang. Another typical Sarang phrase i s  M P n n P  M P N S .  

Meends and kan svaras should be avoided to keep away the Malhar- ang. This is 

mandatory because Sarang and Malhar Rāgas have similar svaras: Malhar-ang: 

Dn Dn M P MP M M MR RS 

Sarang-ang: nnP M R N ̣S  

Other points are: Pakad: M P N N Ś P n P M R  M P R  M R N ̣S  

Composition: ‘Langaraiya hum sanga na karo’- a beautiful composition sung by 

Pandit Rajan Sajan Misra is set in Madhyalaya Teental. n P M R  R N S  M R P  

M P n M P  S N Ś Ŕ N Ś P n P M R  S  SRM  M  P P n P M P   M P N Ś  P n P M  

MRS 

The Kafi-ang phrases of  Vrindavani Sarang are:  

N S R M R  R M P n P M R  M  P N  Ś n  P  n P M R  R M P n M P  P M R  M  R  

M R N S  etc.Pakad: R M P M R N ̣S  Chalan: M R S N S R M R R M R M P  

M P n P  n P M P P M R M R  M R S N ̣S  R M P n P n n P M P R M R M P    

M P n M P N N Ś  n P M R M P N Ś  P N Ś Ŕ Ḿ Ŕ N Ś  P N Ś n P M R S  

ŚnP M P M  R M RSR NṢ  

M R S N S R M R R M R M P   M P n P  n P M P P M R M R  M R SN ̣ S  

R M P n P n n P M P R M R M P    M P n M P N NS ́   n P M R M P NS ́    

P NS ́R ́M ́R ́ NS ́    P NS ́ n P M R S   ŚnP M P M    R M RSR ṆS. 
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Miyā ki Sārang Rāga -‘Ban Tḣana āye a ̄ye ho, mero man bhāye ho’64 – A 

madhyalaya Teental composition sung by veteran vocalist Pt. Sarath Sathe. The 

raga is perceived as a combination of Malhar and Sarang. 

Swar combinations RM and RP show the Sarang-ang, wheras nD brings the 

shadow of Miya ki Malhar. Phrases such as S n ̣D ̣ S , have close relationship 

with the Malhar ang.The structure is as follows: 

Aroha: S R M R P  M P N Ś  Avaroha: Ś D n P M R  S n Ḍ ̣ S  vadi, 

Samvadi: R, P 

In some other opinion Teevra Ma is used with both forms of Ni and Suddha Ma 

as in the phrase S R M P m P D N Ś. Dha is omitted in avaroha. Musicologists 

add: 

Aroha: S R M P m P D N Ś  

Avaroha: Ś n P M R S Vadi, 

Samvadi: R, P  

Miya ki Sarang may be derived by removing Ga from raga Miya Malhar. 

According to another opinion, a blend of Vrindavani Sarang and Miya Malhar 

can be as seen as in the following example: 

NṢ R M R NṢ (Vrindavani Sarang) n ̣D ̣ n ̣D ̣ N ̣N ̣S  (Miya Malhar) N ̣S n P̣ ̣ 

(Vrindavani Sarang) M P n D N N Ś  (MiyaMalhar) 

RMP R P M M R  (combination) 

Lankādhan Sārang: Desi in Poorvang and Sarang in Uttarang- The traditional 

                                                           
64 Pandit Jasraj, “Golden Voice Golden Years- Pt. Jasraj,” Youtube Video, 15.45, Feb 25, 2016, 
https://www.youtube.com/watch?v=zuljzJHey-E 
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composition ‘Sawali soorata mohali moorata’65- is sung by reputed vocalist 

Prof. Shruti Sadolikar. 

Madhmad Sārang: ‘Ranga de ranga de ranga rejava’66-a madhyalaya Teental 

composition sung by eminent vocalist Pandit Pradeep Dhondji. 

Sāmant Sārang: ‘Sachi Kahata vaki kou na mane’67- sung by Pandit Yashwant 

Bua Joshiji. 

Ambik Sārang: ‘Pari hoon tore Paiyan saiya’68- a madhyalaya teental 

composition sung by Late Pandit K.G Gindeji. 

 

 

 

 

 

 

 

                                                           
65 Shruti Sadolikar, ‘Raga Lankadhan Sarang’, Youtube Video, 20:08, Jun 18, 2017, 
https://www.youtube.com/watch?v=INDvIxZlRgU 
66 Pradeep Dhond, ‘Raga Madhmad sarang’, Youtube Video, 8:51,  Aug 11, 2010, 
https://www.youtube.com/watch?v=2ybmcBJmYm8 
67 Yashwant Bua Joshi, ‘Raga Samant Sarang’, Youtube Video, 29:00, Nov 22, 2017, 
https://www.youtube.com/watch?v=ppBqZwTmRsQ&t=1370s 
68 K.G Ginde, ‘Raga Ambik Sarang’,Youtube Video, 6:48, Aug 13, 2011, 
https://www.youtube.com/watch?v=nWqHYvG-R98 
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Malhār aṅg and its allied rāgs: 

Mirābāī ki Malhār:‘Jagat Jananī ma ̄ta ̄ Chaṅdi’69- A rare raga composition set 

to madhyalaya Teenta ̄l sung by Pandit Ajoy Chakraborty. 

Chanchalasā Malhār : This Malhar variety was created by a composer named 

Chanchal Sasi of the 16th cent, and was named after him later. 

It is assigned to the Kafi Thāta and MR is the swara-sangati where Ma is also 

very prominent. The raga is a blend of Megh with Kannada ang gMRS. 

The raga has Śuddha Ma as the vadi and Sa as the samvadi and is close to the 

raga Devsakh, a Kānnada ang raga. The swara komal ga has a unique presense 

in this raga and dhaivat is totally avoided. 

The Rāga’s scale is presented as: 

Aroha: S RP MP n M P Ś  Avaroha: Ś n S n P MgMgMRS.The second half of 

avaroha (Mg ...) is frequently used. 

The rāgāng nṚ S n ̣P ̣ṂP ̣ S could be very appealing.Composition:  ‘Ghana 

ghata ghor re’ sung by Pandit Ganesh Prasad Mishra. 

Charju ki Malhār Rāga- ‘Chatur bhuja jhulata shyam hindor’70- Nayak Charju 

created this raga in the durbar of Mughal Emperor Akbar (1556-1605 AD). 

V.N. Bhatkhande assigned the Rāga to the Kafi Tha ̄ta. It is aseasonal raga that 

                                                           
69 Ajoy Chakraborty,“Geetinandan 01”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-24. 
70 Pandit Jasraj, “Golden Voice Golden Years- Pt. Jasraj,” Youtube Video, 15.45, Feb 25, 2016, 
https://www.youtube.com/watch?v=zuljzJHey-E 
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can be performed at any time during monsoon. Musicologists present the Rāga 

in the following style: 

Aroha: S MR P n N Ś́ 

Avaroha: ŚPDPMgMgMPMMRS  

Vadi,Samvadi: P, S 

Calan: S R S N ̣S S M R P P D P  Mg Mg M  R  S  MPnPNSS Ś Ḿ ǵ  Ḿ  Ŕ Ś  

NnSPDP n M P M g M g M R g .  O n e  i m p o r t a n t  f e a t u r e  i s  t h e  u s e  o f  

c h r o m a t i c  N i ( b o t h  f o r m s  o f  N i  o n e  a f t e r  a n o t h e r ) .  

Dhuliyā Malhār Rāga -‘Barkha ritu ayi, ritu ayi’71-A rare variety of Malhar 

created by Nayak Dhondu of the durbar of Mughal Emperor Akbar (1556-1605 

AD). Also called Gaundagiri Malhar, the raga denotes the Deś ang using svara-

sangati MR. The following chalan is: 

Catch phrases: M R MM P PPnD N M P S  N S n D P  M  P n  D  P  M R M M P  

There is a controversy in using Suddha Ga as it is totally omitted by many 

musicians. The phrases are: 

Aroha: S R M R P N Ś  Avaroha: Ś n D P M R N ̣S  Vadi,          (No Dha in 

Aroha) 

Samvadi: P, R 

According to many musicologists, the phrases n D P Sn D P D P M R S Dhuliya 

Malhar are similar to Rāgas like Narayani and Sur Malhar. This is also a 

                                                           
71 Pandit Jasraj, “Raga Dhuliya Malhar,” Youtube Video, 10:00,  June25, 2009, 
https://www.youtube.com/watch?v=bnhyBoQtEOI 
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seasonal raga, often sung in the premidnight hours and has the following 

features: 

Aroha: S MR P n D N Ś Avaroha: Ś n D P M R Mg Mg M P M M R S 

Vadi, Samvadi: P, S 

Pakad: MRP n D P M R  

Mg MgM P M M R S Chalan: S M R P  n D P  n M P M R Mg Mg MPM MR 

S R N S n D N S  M  P  D N S n N S  N S n D P  P n M P R P  nM P M R Mg 

MgMPM M R S  

S R S RN ̣ SD ̣n ̣D ̣ S  M P M P g R  M P D P g R  D n D M g g M g R S   

Deś Malhār - ‘Badariya ̄ ghir āyi kāri’- Acombination of Malha ̄r and Deś with 

different versions. ‘Type 1: Des dominates in the aroha, Malhar in the avaroha. 

Type 2: Malhar in the aroha, Des in the uttarang of the avaroha.Type 3: 

Malhar in the aroha and also in the uttarang of the avaroha, Des in the 

poorvang of the avaroha.72 

There are two other combinations of Des and Miya Malhar, Des and Gaud 

Malhar. The Deś-Miya Malhār variety has the following calan: Aroha: 

SRMPNŚ nMP nDNŚ 

Avaroha: ŚnDPMGR Pg MRS. Ga and Dha are weak in the avaroha. Pakad: 

R M P n D P  D M G R  P g M R S  N ̣S D n D  N ̣S  R M G R G S .  

                                                           
72The Oxford Encyclopedia of the Music of India, ed.by. Late Pandit Nikhil Ghosh(New Delhi: Oxford University 
Press, vol- no.01, 2011), s.v. “ Des ́Malhar.” 
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The Deś Gaud Malhar variety has - Aroha: S R M P N Ś D P M P D S  Avaroha: 

S n D P M G R MRP DPM P M G R G S  Pakad:        RMP nDP M P D S  D P M  

R M  R P  D P  D M G  R G S .   

Miyā Ki Malhār Ra ̄ga- :‘Jor ghata ghana āye jaha ̄ sakhī’- a beautiful 

composition  set in madhyalaya Teentāl. A raga is accredited to Miya Tansen 

and it is associated with the rainy season.Set to the Kafi Thāt, the raga includes 

both forms of Ni, drops Ga in the ascending and Dha in the descending. As 

beautiful combination of Kanada and Malhar, it can also be sung at midnight 

hours. Svaras allotted are Komal Ga, both forms of Ni, Suddha Re, Suddha Ma, 

and Suddha Dha. Chromatic use of both forms of Ni one after another is a 

unique characteristic of this raga. Its basic features are as follows: 

Aroha: R M R S M R P  n D N Ś Avaroha: Ś n P MP g M R S  

vadi, 

Samvadi: 1. S, P 

2. M, S ( acc. to Bhatkhande) 

Pakad: R M R S  nP̣ ̣ M ̣ P ̣  n ̣D ̣N ̣S  

P  g M R S .  

Miya Malhar has the Kanada-ang and we find it around the andolan on Komal 

Ga while MR combination has the Malhar-ang. Another important phrase is nP. 

Performing artists use both forms of Ni one after the other like the suddha 

Nishad that follows Komal Ni as in P n N Ś and Komal Nishad that follows 

Suddha Ni as in S N n M P. This raga is independent from all other Malhar ang 
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ra ̄gas. Pakad: R MRS N ̣S n ̣P ̣n ̣D ̣ N ̣S  R S . The raga needs a strong tuneful 

voice to unfold it effectively through gamak and it should be kept in mind that 

Komal Ga used in Miya Malhar rests in the ati- komal state.  

Phrases like P n D N Ś in the aroha and g M R S in the avaroha are 

unavoidable. Phrases like S R M P are strictly avoided. Miya Malhar is created 

by adding Komal Ga to Malhar. The Malhar-ang can be expressed through the 

phrases M MR MR P and M P Dn Dn M P. Komal Ga is added as in the avarohi 

phrase Dn M P Mg Rg Rg M R S.73 

Megh Malhār Rāga: 

This is a typical rāga that favours the monsoon. ‘The raga omits Dha and Ga, 

even though a few compositions employing Dha are available, according to 

V.N. Bhatkhande’74.One practice of the raga has its repeated oscillations on Re 

with Ma as a touch note. The phrase MR MR M,R is used several times to keep 

the raga away from Sarang while MR P shows the typical Malhar ang. 

Though there is Dha used on some rare occasions, it gets close to raga Surdasi 

Malhar. Scholars represent Megh as a regular raga performed at a slow pace in 

middle and upper octaves.The structure is as follows: 

Aroha: S R M P n Ś  Avaroha: Ś n P MRS. There is another dimension where 

both forms of Ni are used by vocalists. 

Sur Malhār Rāga -‘Garaje garaje ghana aye re, chamake chamake rahi bijuri 

chamake’- a madhyalaya Teental composition composed by Late Pandit 

Gajanan bua Joshi. Sung in the upper tetrachord, it handles both forms of Ni and 

                                                           
73The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Miya Ki Malhar’ 
74The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Megh Malhar.’ 



P a g e  | 93 

 

put Suddha Dha only in the avaroha. Perceived as Surdasi Malhar, this raga is 

credited to Surdas of the Mughal Emperor Akbar.  Komal Gandhar is applied in 

avaroha in a variant of this raga, as presented by the Seni musicians of the 

Rampur durbar. They found it as a midnight raga which could also be 

performed anytime during monsoon.  

Aroha: S R M P N Ś 

Avaroha: ŚNPMnDP g M R S 

Vadi, 

Samvadi: M, S 

Some celebrated scholars avoid Ga, but some do apply. 

Aroha: N ̣SRMPN Ś  Avaroha: Ś nDPMRS Vadi, 

Samvadi: S, M 

Pakad: N ̣SRM PnDPM 'PMPR MRS Ś nDPnDPMRS.  

Sur Malhar is a ‘mild’ raga, when compared with other Malhar varieties like 

Megh Malhar. Sur Malhar uses mild andolans as against the pronounced 

andolans of Megh Malhar.75Some more points are: 

Svara- 

Sangati: Ś n DM Pn D P Pakad: n M P nDP Brief 

Chalan: RN ̣SS nMP nDP MRP MRRS MPn MPN Ś  nPnMP Ś nD 

MPnDMP MR PR SN ̣S.  RN ̣SS nMP nDP MRP MRRS MPn 

MPNS ́nPnMP S ́nD MPnDMP MR PR SN ̣S .  Researchers  prefer 

Ma as the vadi and presents the following: 

                                                           
75The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Megh Malhar’ 
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Pakad: Ś nDMPnDP 

nMPMRM M R M RP M  RN ̣S 

Composition: ‘Barasan lage badara’ in Ektal 

Ragas like : 

Nat Malhār : ‘Umadạ Ghana ghumadạ ghir a ̄yi kari badariya ̄’- 76 A 

madhyalaya Ekta ̄l composition sung by Pt. Sarad Sathe. 

Ra ̄mdasi Malhār: ‘Ma ̄dho Mukunda Giridhar Gopal’- 77 The composition is 

set to madhyalaya Teental, sung by Pandit K.G Ginde. 

Śudh Malhār:‘Dhum dha ̄m te ayi badariya’78 – sung by veteran vocalist  Smt. 

Subha Mudgal. 

are also classified under the Malhar ang. 

Gaud ̣ Malhar Rāga -‘Jhuke ayi ̄ badariya sa ̄wanki’- A popular variety of 

Malhar. There are two main variants, one supporting the Khamaj Thāta with 

Śuddha Ga, and the other supporting the Kafi Thāta with Komal Ga. The 

Śuddha Ga version is more familiar at present but both variants are attractive. 

The application of Śuddha Ga classifies Gaud Malhar from other traditional 

Malhar Rāgas such as Miya Malhar and Megh Malhar. This Malhar variety is 

also a monsoon Rāga. Nishad is limited in the ascending. The following details 

are for the Śuddha Ga variety: 

Aroha:    RGRMGRS RPMPDŚ 

                                                           
76 Sarad Sathe, ‘Raga Nat Malhar, Youtube Video, 21:08,  10 June 2017, 
https://www.youtube.com/results?search_query=nat+malhar&sp=mAEB 
77 K.G Ginde, ‘Raga Ramdasi Malhar’, Youtube Video, 4:47,  4 July, 2013, 
https://www.youtube.com/watch?v=ek-VBq7Q4q0 
78 Subha Mudgal, ‘Raga Suddha Malhar’, Youtube Video, 5:24, 20 July, 2014, 
https://www.youtube.com/watch?v=frRnrgMfFYA 
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Avaroha: ŚDnP MGMRS 

 Vadi, 

Samvadi: M, S 

Pakad:    RGRMGRS   PMPDŚ   D PM 

Composition: ‘Kahe ho hamaso pitama’ in Teental. 

 There is a Kafi Thāta variant with Komal Ga: 

Aroha:    SRMPDŚ 

Avaroha: ŚnP MPgM RS  

The Komal ga version almost matches Miya ki Malhar but the variation lies in 

their tempo. Gaud Malhar is relatively a lighter form that is presented at a faster 

tempo while the chromatic andolan of the two nishads of Miya ki Malhar is 

absent in it. 

 Two types of aroha is found in this raga. One without Ni and another with 

Śuddha Ni. 

Aroha: Type I: S R M P D Ś (Avoided)   

Type II: S R M P D N Ś (with Śuddha Ni) 

Avaroha: Same for both: SDnP MG MRS (with Komal Ni) 

Vadi, 

Pakad: SSRMGRS   RPMGM   PDŚDnDMGRS 
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Chalan: PṆṢRS    SRGMGRGRS    RPM    GPDPM   GSRGM   GRGRS   RP 

DnP    DNŚDnP   MGRGRS   MPDNŚŔŚNDP   DPMG   SSRGM    PNŚŔŚ  

ŚǴḾŔŚNDP    ŚNDPMG   RGM.  PṆṢRS    SRGMGRGRS    RPM    GPDPM   

GSRGM   GRGRS   RP DnP    DNŚDnP   MGRGRS   MPDNŚŔŚNDP   

DPMG   SSRGM    PNŚŔŚ  ŚǴḾŔŚNDP    ŚNDPMG   RGM. 

P ̣ṆSRS    SRGMGRGRS    RPM    GPDPM   GSRGM   GRGRS   RP DnP    

DNSDnP   MGRGRS   MPDNSRSNDP   DPMG   SSRGM    PN 

SRSSǴḾŔSNDPSNDPMG   RGM P̣N ̣SRS    SRGMGRGRS    RPM    

GPDPM   GSRGM   GRGRS   RP DnP    DNSDnP   MGRGRS   

MPDNSRSNDP   DPMG   SSRGM    PNSRSSǴM ́ŔSNDP    SNDPMG   

RGM 

In reality, the two forms of Ni are seen in aroha. Komal Ni is used as in Dn P. In 

the poorvang, Śuddha Ga has a small andolan but it doesn't produce any specific 

mood. Researchers add the following: 

Aroha: SRGM MPDŚ 

Avaroha: ŚDP DnnPM GMRS 

Vadi: M  

Svara Sangati: n P (P D n n P) 

Pakad: GMRS SRGMPM 
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Chalan: MRP  MGRPM  RGGMPM  MRP  DnnP   MGM   MRPDDS   

MPDNSSDPM    PDnnP  GMRP  MGMRS   MRP  MGRPM  RGGMPM  

MRP  DnnP   MGM   MRPDDS   MPDNSSDPM    PDnnP  GMRP  MGMRS. 

 The ragang MPDŚ is used instead of M P D N Ś. Gaud Malhar is a fusion of 

Gaud and Malhar. The two phrases  R G M G M and GRGRS are repeated. The 

melodic combination Mn is a striking feature used in the phrases ́SnnPM MnPM 

and M P D n P M G.  Researchers present the following features for Gaud 

Malhar with Śuddha Ga: 

Aroha: SRGMGM M P D N Ś Avaroha: Ś DnPGM GRGRGRS Pakad: RGM 

MPDnPM GRG RS 

Chalan: SNḌṆṢ   RGMGM  MPM   PPMGM   GRGRGRS   SRGMPM 

MPDnŚ   ŚnnPGM   MPDNŚ   ŚŔNŚ   ǴǴŔNŚ   ŚŔǴḾǴŔǴŔNŚ    

MPDNŔNŚ  ŚDNPGM   GRGR G R S.  SNḌṆṢ   RGMGM   MPM   PPMGM   

GRGRGRS   SRGMPM MPDnŚ   ŚnnPGM   MPDNŚ   ŚŔNŚ   ǴǴŔNŚ   

ŚŔǴḾ́ǴŔǴŔNŚ    MPDNŔNŚ  ŚDNPGM   GRGR G R S. 

Composition: ‘Jhuki ayi badariya savanaki’ in madhya laya Teental. 

Some performing artists concentrate on the note that is responsible for the 

change over from one raga to another of a misra raga. In the case of Gaud 

Malhar the note is Paṅcam. If the alap commences with NṢ R G R M, there is a 

change-over to Malha ̄r with M MR P D n P. Researchers present further details: 

Aroha: NSRGM MRP M P DNŚ 
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Avaroha: ŚDnP MP MGRS Pakad: RGM MRP MPDNŚ DnP MPMGR 

GRSNṢ. 

Chalan: SRNṢ GRMG MMRMRP MPDnP nnMPM MPDNŚ ŔŚ ŚDnPM 

ŚNDPM PM M RGRS.SRN ̣S   GRMG  MMRMRP   MPDnP   nnMPM   

MPDNŚ   ŔŚ   ŚDnPM   ŚNDP   M PM M RGRS. 
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Kaus ̣aṅg and its allied rāgs: 

Candrakaus ̣Rāga-  ‘Rangaraliya karata mose kāhe śyam’- There are several 

versions of this Rāga, centered around Dha and Ni.   Experts have tried to 

explain this unique Rāga by approaching into several conclusions. 

It has evolved using Śuddha Ni and Komal Dha. According to scholars the 

upper octave has the phrase d N Ś ŔŚ N d.  A touch of vivadi suddha Re is 

often applied in this raga. Re and Pa are totally avoided. This is a 

post¬midnight Rāga, and the main characteristics are as follows: 

Aroha: S g M d N  d N Ś Ŕ Ś Avaroha: ŚNd M g S g M N ŚN Ś Vadi, 

Samvadi: M, S 

The Śuddha Ni-Komal Dha variety has  the following features: 

Aroha: NṢ g M d N d N Ś Avaroha: Ś N d M  g M g S  Vadi,Samvadi: N, M 

Pakad: M g S N ̣  S g M d N d  M g M g S  Chalan: Ś N d Ś N Ś  g M g S  N ̣S  

M g S N ̣  M d N d M g  N ̣S g M g  d M N d N Ś  M d N Ś  g M g S  N d M g     

Ś d N M d g M S g S  

M g SN ̣  S g M d N d  M g M g S  Calan: S ́ N dS ́ NS ́  g M g S  N ̣ S  M g SN ̣  

M d N d M g  N ̣ S g M g  d M N d NS ́  M d NS ́  g M g S  N d M g     

S ́ d N M d g M S g S  T h e  c o n t e m p o r a r y  v e r s i o n  i s  a l l o t t e d  t o  

m i d n i g h t  h o u r s .  F o l l o w i n g  a r e  t h e  f e a t u r e s :  
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Vadi,Samvadi: M, S 

Pakad: g M g S N S  Ś N Ś 

M Mg M d N S NdM Mg M g S  

Chalan: M Mg M Mgs N S Nd N S M N d N S  M M g M  NdNS 

NdMgS SgMdN MN dN M g M d N d  N S gSN dMgS M Mg 

N NdN Ś  N Ś NdM MgMgM gS 

N d N  Ś N d M  M g M  M S  N d N d M Mg M g S g M g S N S  Ś N Ś 

M Mg M d N S NdM Mg M g S  

Chalan: M Mg M Mgs N S Nd N S M N d N S  M M g M  NdNS 

NdMgS SgMdN MN dN M g M d N d N S gSN dMgS M M g 

N N dNS ́  NS ́ N dM MgMgM gS 

N d N  3  N d M  M g M  M S  N d N d M Mg M g S Composition: ‘Bhet 

bhayi natavar nagar giridhari gopal se’. 

Musicologists classify the two types of Chandrakauns as Chandrakauns of the 

Pilu-ang and Chandrakauns of the Malkauns-ang. The prevailing variety is the 

Pilu-ang variety that is derived from Malkauns by adding Śuddha Ni in place 

of Komal Ni. Oscillations on ga and dha are totally avoided to save the raga 

from Malkauns. The Pilu-ang variety has no andolan on ga and dha. Other 

details are as follows: 

Aroha: NṢg M d N Ś Avaroha: ŚNd MgS   Vadi, Samvadi: d, g 
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Pakad: g M d N  d N d  M g M g S  Calan: SN ̣S g gN ̣ S  S g  g M d  d  M g  

g gN ̣ S  g M d  N ̣ S g M d  S ́  d  d M g  g gN ̣  S  SN ̣ S  S g  g M d  d N  

g M d  N N dS ́  S ́ N  d NS ́  S ́ N  N d  M g  g gN ̣ S .  

Jogkaus ̣Rāga  ‘Pir Parāyi, Ja ̄ne na dēta balamva ̄’79- A miśra Ra ̄ga having the 

following features: 

Vadi, 

Samvadi: M, S 

Chalan: S NdṆ ̣S n S Mg Mg 

SGGM MndndM PMG SGMgS SGMPM M N Nd PdndPMPMGM Mg Mg gN ̣

Scholars use both forms of Ga like in Jog while phrase Mg Mg NṢ confirms the 

presence of Chandrakaus,̣ through Śuddha Nishad. Eminent performers suggest 

the use of Ma and Sa as vadi and samvadi and authenticate Jogkauns as the 

fusion of Jog with Chandrakauns. Like Chandrakauns, Jogkauns can also be 

considered as a rāga of the Malkauns-ang.‘Chandrakauns is a Rāga  of the 

Malkauns-ang, Jogkauns too may be considered as a Rāga  of that genre 

(Malkauns-ang)’.80The following features: Aroha: SGM PdPM dNŚ Avaroha: 

ŚNd PdndPM GMgS 

Pakad. dṆṢGM PdndPM GMgS 

                                                           
79 Arati Ankalikar, ‘Raga Jog Kauns’, Youtube Video, 31:27, 9 Jan, 2012, 
https://www.youtube.com/watch?v=rrBekF0nM0g 
80The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Chandrakauns.’ 



P a g e  | 102 

 

Chalan: S d ̣ N ̣ S dṆṢGM PMPM PdndPM SGMPM PMGrGMS GMdNdP 

dndPM dNŚNǵŚ dNŚǵŚNd M Pd ndPM GMgS S d ̣ N ̣ S d ̣N ̣SGM PMPM 

PdndPM SGMPM PMGrGMS GMdNdP dndPM dNŚNg ́Ś dNŚǵŚNd M 

Pd ndPM GMgS. According to a source, Jagannath-bua Purohit popularized 

Jogkauns.  

Mālkaus ̣Rāga:‘E Pī more mandaravā’- A drut composition set in Teental. ‘It 

was one of the principal Rāga s of the old Rāga -ragini system. One of itsold 

names was Malkaunsika. V.N. Bhatkhande comments that due to the absence of 

Re and Pa in Malkauns, some musicians assign it to the Asavari Thāta. They 

have some justification in their claim, because in some rare instances Śuddha 

Re is used as a vivadi svara. However, it is customary to identify Malkauns with 

the Bhairavi Thāta’.81A traditional Rāga, allotted to the modern Bhairavi Thāta. 

V.N. Bhatkhande illustrates that due to the absence of Re and Pa in Malkauns, 

some scholars put it to the Asavari Thāta. The argument lies around the 

presence of Śuddha Re which is used as a vivadi svara. Generally Malkauns is 

compared with the Bhairavi Thāta.  The svaras used are Komal Ga, Komal Dha, 

Komal Ni, and Śuddha Ma. Re and Pa are omitted. The Rāga ’s basic features 

are:The svaras used are Komal Ga, Komal Dha, Komal Ni, and Śuddha Ma. Re 

and Pa are omitted. The Rāga’s basic features are: Aroha: nSgMdnŚ 

Avaroha: ŚndMgMgS  

Vadi, Samvadi: M, S 

                                                           
81 Ibid, ‘Malkauns’. 
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Pakad: Mg Mdnd MgS Compositions: 

1. ‘Yeri kab āve, Sājanse kahu jiya ̄ ki bāt in vilambit Ektal. 

2. ‘Mukha mora mora musakyat jat’ in madhya laya Teental 

3. ‘Aj more ghar’ in drut laya Teental. 

Scholars relate Malkauns with Rāga Hindol. Hindol is unfolded by separating 

Re and Pa from Kalyan. Similarly, Malkauns emerges by removing the same 

two svaras from the Bhairavi Thāta. Researchers state that some vocalists use 

Re and Pa as kan svaras in Malkauns to intensify its beauty and give the 

following calan: 

MgnṢ nḍn ̣ dṂ̧dṇṢ MMgS nṢMg M d g MdndM gMS dṇṢ nṢgM gMndM 

ŚndndM gMdnŚ ḾǵŚ ndndM gMdnŚ ndMgS. Pakad: dṇṢMg dMg MgS 

Sargam: ŚndM gMgS SMgM MndndM dnŚǵŚndndM ndMg MdŚnŚ ǵŚ 

ndndMgnṢ gMdnŚ n d M g SŚndM gMgS SMgM MndndM dnŚǵŚndndM 

ndMg MdŚnŚ g ́Ś ndndMgṇS gMdnŚ n d M g S 

Malkauns is also recognized as Malav Kausik. During Rāgadari Ga, Dha, and 

Ni delivers proper āndolan and it is performed in the three-hours before sunrise. 

It has following features: 

Aroha: S Mg M nd n Ś Avaroha: ŚndMgS Vadi, 

Samvadi: M, S 

Pakad: d ̣n ̣S M g SgMgS  
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Alap: S nḍṇḍ ̣ snṢ Sng̣S dṇṢ MgMnṢ dṇṢ MMgMndndMg gMdnŚ ndŚnŚ 

dnŚdnŚndMnd ndMg gMdgMnṢ Antara: n ̣S g M d n Ś ŚndMgMdnŚ dnŚ Ḿǵ 

ḾǵŚḾǵḾ ḾnǵŚ nŚnŚ ǵŚndM ndndMg SgMdg MņS   S ṇḍṇd ̣ sṇS SṇgS ḍṇS 

MgMṇS ḍṇS MMgMndndMg gMdnŚ ndŚnŚ dnŚdnŚndMnd ndMg 

gMdgMṇS Antara: ṇ S g M d n Ś ŚndMgMdnŚ dnŚ Ḿg ́ Ḿg ́  ŚM ́ǵM ́ Ḿng ́Ś 

nŚnŚ g ́ŚndM ndndMg SgMdg MņS 

In Malkauns, the svaras ga, dha and ni are in their ati-komal state that is one 

microtone lower than their usual komal form. Researchers add that these svaras 

have oscillations(andolan) and the kan svaras(touch notes) are always used as in 

Mg, nS, and nd. Some performing artists advise the use of lower to higher kan 

swaras such as sg, Md, dn etc.Pakad and a chalan are as follows:  

Pakad: ggSnṢM M ggnṢ Chalan: SnṢ g g n ̣S ggSnṢgd ̣dṇ ̣nṢ SnḍṇṢM M Mg 

ggnṢ gM MdMd Mg sg sg nṢ gM Md Mg dn dn Md dn dn Ś nŚ dnśd dMg Mg 

sgnṢ. 

‘If Re and Pa are added, the Rāga  becomes Sampoorna Malkauns which can 

have phrases like g g n ̣S R S gMddPPMorMd nndPM gMdg gS RS’.82 

Suryakaus ̣ Rāga- There are different versions of Surya kauns. A very rare 

composition ‘Jananananana bichuyā bāje’- sung by Ustād Badar Uz Zaman of 

Pakistan  has Suddha Gandhar with Komal dhaivat, suddha Nishad and a touch 

of Pancam. Also stated as Suryakos, the other version of this Rāga  has suddha 

Dha and suddha Ni with Re and Pa. But from the available version of Pandit 

                                                           
82The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Malkauns.’ 
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Bhimshen Joshiji’s recording83, we find it as a blend of raga Nat Bhairo in the 

Poorvanga and Chandrakauns in the uttaranga. Here we find the use of Pancam 

with chromatic Ga as in GRGMPMGMGgS. 

It is a unique Rāga where Komal Re is totally omitted but a touch of Pancam is 

present. The use of komal ni in the phrase GMndNŚŚŚŚŚNŚ is controversial. 

The following denotes short calan of this raga: 

Vadi, 

Samvadi: M, S 

Calan: SGMGS MGMPGM NdNŚ NDPM ŚNDPM GMGS- according to Ustad 

Badar-ud- Zaman of Lahore, Pakistan. 

Researchers present another version, with Pa. Its calan is comparable to 

Malkauns with occasional use of Pa. 

Madhukaus:̣ Aroha:SgmPnŚ     Avaroha: ŚnPmgS. Composition: ‘Mane na 

mane na mane na’84- set in drut Teental. 

Nandkaus:̣ A beautiful raga created by legendary vocalist Pt. Chinmoy Lahiri. 

The composition ‘Paru tore mai paiyan’85 is set in madhyalaya Teental. 

Sampoorna Mālkaus:̣ The favourite raga of Ustad Bade Gulam Ali Khan 

Sahab. Later on, it was adopted by the Jaipur tradition. Aroha is Malkauns and 

Avaroha includes Pancam and Rishav. 

                                                           
83Pandit Bhimshen Joshi, ‘Raga Suryakauns,’ Youtube Video, 37.32, April 28, 2015,  
https://www.youtube.com/watch?v=MCWbXGxWR-4&t=289s 
84 Arati Thakur,’Raga Madhukauns’, Youtube Video, 5:42, 23 May, 2009, 
https://www.youtube.com/watch?v=c33c1ducVgY. 
85 Chinmoy Lahiri, ‘Raga NandKauns’, Youtube Video, 09:46, 09 July, 2018, 
https://www.youtube.com/watch?v=4czu0JpBl68&t=85s 
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Unique Bhairavi  

Bhairavi Ra ̄ga - ‘J ̇a ̄u myaya tope balihār Da ̄ta ̄’- Bhairavi has a rich culture of 

using only komal svaras with Śuddha Ma and Pa. It is apparently the most 

favorite raga among Hindustani Rāgas and the unique name is considered very 

propitious. 

‘Bhairavi is an all-time Ra ̄ga , which means it can be performed at any time of 

the day or night. It is customary to sing Bhairavi at the end of a concert. During 

night-long concerts which would conclude in the pre-dawn hours, the last Rāga  

would be Bhairavi, and therefore Bhairavi is also considered an auspicious 

morning Rāga . Traditionally, after Bhairavi, no musical piece is performed’.86 

In medieval texts it is mentioned as a ragini of Rāga Bhairav with an eternal 

mood. Khya ̄l in Bhairavi is rarely heard nowadays as musicians perform it in 

the Dhun ang or the lighter form such as thumri, tappa, bhajan, or ghazal.There 

is no such rigid rules for the rāgarūp. For example, Śuddha Re is applied in the 

aroha and all the twelve notes are used by performers.Śuddha Ma can be usedas 

vadi and Sa as the samvadi. Here are the following features: 

Aroha: SrgMPdnŚ 

Avaroha: ŚndPMgrS Vadi, 

                                                           
86The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Bhairavi.’ 
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Samvadi: M, S or d, g Pakad: Mg SrS dṇ ̣S 

Alap:g SrS dṇṢ g MgrS SnḍP̣ ̣ g ̣Ṃ̣dṇṢ dṇṢrS MgrS nṢgMP gMPdP ndP Ś n d P 

g rŚ n d P ndMPg Srg MgrS Antara: dMdnŚ ŚrŚ́ ǵrǵ́ ḾǵrŚ́ ŚrńŚd ŚdP PdMPg 

rgMgrS.g SrS ḍṇS g MgrS SṇḍP ̣  g̣Ṃ ̣d ̣ṇS d ̣ṇSrS MgrS ṇSgMP gMPdP 

ndP Ś n d P g rŚ n d P ndMPg Srg MgrS Antara: dMdnŚ Śr ́Ś g ́ŕǵ 

Ḿg ́r ́Ś Śr ́nŚd ŚdP PdMPg rgMgrS. 

Given below: 

SdṇṢ gMddP gMgrS nṢgMP ddP ndP gMdnŚ nŚǵrŚ́ nrŚ́ ndŚndP gMP gMgr 

grS. 

As pure raga, Bhairavi shouldnot use the 12 svaras including the chromatic 

forms of Ga, Dha, and Ni as done by some recent musicians. The calan should 

be: 

Pakad: SgMPdPMg SrS Alap: 

Sthayi: S ṇd ̣ṇḍ grgrSṇrSṇd ̣S ḍṇSrg 

gMgrŚṇSgMPdPMgP PdndMP MgP gMdn dnŚndŚ dnŚr ́ŕŚndŚ 

PdnMdPMgMSrS Antara: gMdnŚnŕŚPdnŚŕg ́ǵM ́dŕŚnŚrŚnd PMdPMg 

gMgrS. Many eminent musicians have disc-recorded thumris, bhajans, and so 

on in Bhairavi, some of which are listed below: 

1. ‘Jamunake tir’, Abdul Karim Khan 

2. ‘Bajuband khula khula ja’, Faiyaz Khan 
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3. ‘Ba ̄ta chalata nayi, chunari ranga dāri..’ – A traditional composition. 

4. ‘Babul mora naihara chhuto jai', KL. Saigal. 

In the following chalan only traditionally allowed svaras are used. 

S rgM grS gMdP gMgrS ndP MgrS dP gMdnS SdP MgrS. 

Bhairavi can be performed at any time. Since it is customary to end a concert 

with Bhairavi, performers take liberty to sing it at any odd hour. Probably the 12 

svaras are used to justify it for singing at any time. 

Teevra Ma: gMdP gMmMgrS. 

Śuddha Ga and Teevra Ma: gMPdndP MGMmMgrS  

Śuddha Dha: gNPDnDndP  

Śuddha Ni: g SrSrNṢNṢrS  

Śuddha Re: dnSRg RgrŚ 

Adding the Pakad we get: gMdP gMrS or, SrgMgrS 

Alap: SrgrS rnṢdṇṢ Srg gMgrŚ nṢgMP gMPM gMrS dṇṢrgrS SgMPgMdP 

dndP dMPgn gMPdndP dPdMPgM SgMP gMrS dṇṢrgrS. 

PgMdnŚ dnŚrŚ́ ŚndPMgMg PdnŚ dnŚrǵ́rŚ́ rŚ́nŚdP dndP gMdnŚ Śrǵ́ḾǵrŚ́ 

rŚ́nŚdnŚ ŚndP MPggMP gMrS. 

SrgrS rṇSd ̣ṇS Srg gMgrŚ ṇSgMP gMPM gMrS ḍṇSrgrS SgMPgMdP 

dndP dMPgn gMPdndP dPdMPgM SgMP gMrS ḍṇSrgrS. 
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PgMdnŚ dnŚr ́Ś ŚndPMgMg PdnŚ dnŚr ́ǵr ́Ś ŕŚnŚdP dndP gMdnŚ 

Śr ́ǵM ́g ́ŕŚ r ́ŚnŚdnŚ ŚndP MPggMP gMrS.  
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Śri ̄-ang̣ 

Śrī Rāga - ‘Harike carana kamala’87- A madhyalaya  composition set to Jhāptāl. 

A very popular raga that falls under the Poorvi That. Sri was considered as one 

of the six main ragas with six raginis during medieval times. Later Poorvi 

became the parent raga in the modern period. Sri has a dignified personality, 

having characteristics of Madan, the God of affection, circled by attractive 

women. 

Sri omits Ga and Dha in Aroha and is sampoorna in avaroha. Svaras are: Sa, 

Komal Re, Suddha Ga, Teevra Ma, Pa, Komal Dha, and Suddha Ni. V.N. 

Bhatkhande presents the following: 

Aroha: SrrS rmPNŚ Avaroha: Ś NdPmGrGrrS Vadi, 

Samvadi: r, P 

Pakad: SrrS PmGr Gr rS 

SometimesGa and Dha are avoided in Aroha, but Dha is often seen in the 

uttarang through the phrase m d N Ś. 

Aroha: S r m P N Ś Avaroha: ŚNdPmGrS Pakad: Srr SrPmGr dm Gr GrS 

In a different view: 

Aroha: SrmPdPmdPNŚSrmPdPmdPNŚ 

Avaroha: r ́N d nP d mP mr G r Sr ́ N d nP d mP mr G r S 

                                                           
87  Sarad Sutaone,’ Raga Shree’, Youtube Video, 20:00, Jan 18, 2014, 
https://www.youtube.com/watch?v=C8ySysVjvWs&t=760s 
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Pakad: r r Pmd Pmr G r Sr r Pmd Pmr G r S 

Phrases: SrGrS SṆrṆd ̣ṃP ̣ P̣N ̣ Sr GrṆS Sr GrP PmdmPdmP 

prrPmdmGmrSSr GrPmdmPd mm dpNd mpdmPPr GrṆS r 

mPdPmPNŚ NŕŚ Śŕ r ́Nḿŕ Ǵr ́NŚ ŚNŕNdPmd N ŕ d N ŕ N 

dPdŕNPmr GrṆS. 

Svara-sangati NP is always adviced in this raga. The use of 

different kan (grace) svaras like Sr, Gr, pd, Nd P add a different 

beauty to it. Svara groups PNdP, rmPN Ś  or m d N Ś  are also used 

frequently.  

Trīvenị Rāga - ‘Kālindi Saraswati’88- A madhyalaya Jhaptal composition sung 

by Late Pt. Jitendra Abhisheki. Many veterans had dealt with Triveni, including 

V.N. Bhatkhande who placed it under the Poorvi That. The raga has its vadi 

Komal Re and samvadi Pa. The preferred svara-sangati is GP. 

Here is the rāgarūp of Triveni: 

Aroha: S r G P d N Ś 

Avaroha: Ś N d P G r S 

Chalan: SrGrS NṛGr GPGrGrS PGPdP NṛNḍP ŚNdP ŚŚrNdP 

PdPPGrGrS.Triveni is separated from Sri raga because it has Ga and Dha in the 

Aroha and the avaroha too doesnot have all the seven swaras.  Another view of 

the raga allotted to evening hours is given: 

                                                           
88 Jitendra Abhisheki , ‘Raga Triveni,’ Youtube Video, 17:36, Oct 17, 2015 
,https://www.youtube.com/watch?v=1NqgirqzVhc 
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Aroha: SrrS SrGPdPŚ Avaroha: ŚNdP PG r r S 

vadi,Samvadi: S,P  

Pakad: SrP dPŚ NdP GPGr 

Chalan: S rNḍP̣ ̣S rGP NdP rŃdP PGr rGrS PPdP Ś ŚrŚ́ rǴ́rŕǴ́rŚ́ 

ŚNrŃdP GPGGr PGrS. 
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Poorvi and its allied Rāgs{Poorvi- Pooriya Dhyanashri-Paraj-

Basant} 

Basant Rāga - Since the beginning of 20th Century we get various types of 

Vasant evolved out of the basic scales- ‘Vilavala, Purvi, Asavari, Marwa & 

Bhairavi’89.Basant is the season of spring, during Feb.-Apr., and this raga 

reveals the mood of spring, with birds relishing and enjoying the season.V.N. 

Bhatkhande put it under the Poorvi That and it is performed throughout the 

season from late night till pre-noon hours.To keep Basant away from Paraj, Ni 

and Pa is generally avoided in aroha. The use of Lalit-ang S M m G also 

differentiates it from Paraj. Basant is related to raga Sohni because both ragas 

commence with Tar Sa, then drop slowly into Madhya saptak and again 

progress towards the tar saptak. Basant uses Suddha Ma as well as Teevra Ma.  

m G m G a very important phrase of Basant. Another common phrase is Ś N d 

N d sung in the uttarang.  ‘Feel the flower Regalia’- is an English composition 

set in madhyalaya Ektal. 

The popular structure uses both forms of Ma, and has Pa as the 

samvadi. Tar Sa is considered as the vadi svara and Pa as the 

samvadi. The same samvadi svara is avoided in aroha to avoid any 

shadow of Paraj.  

Bhatkhande adds the following: Aroha: SGmdrŚ́ Avaroha: rŃdP mGmG m d m 

G r S 

                                                           
89 Prajnanananda Swami, Rag O Rup, p- 88. 
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Vadi, 

Samvadi: Tar S, P Pakad: m d r ́Ś ŚrŃdP mG m G 

Composition: ‘Phagava brija dekhanako chalori’ in Teental, sung for a 78-rpm 

disc, by Abdul Karim Khan. 

Further suggestions from Nawab Ali are: 

Pakad: mdrŚ́ ŚrNdP mGmG 

Chalan: P m m G mG mdŚ rŚ́ NdP mGmG mdrŚ́ NdPmG NNdP mG mNdrŚ́ 

rŃdPm G m d Ś  rŚ́ NdP mG mGrS. P m m G mG mdŚ r ́Ś NdP mGmG 

mdŕŚ NdPmG NNdP mG mNdŕŚ r ́NdPm G m d Ś  r ́Ś NdP mG 

mGrS. Basant is an uttaranga-pradhan raga, and gets close to Pooriya if 

attempted in the mandra saptak. Use of Suddha Ma and Ni may be permitted. 

Further details are: Aroha: S G m D N Ś Avaroha: ŚNdPmGmG mGrS Pakad: 

ŚNdP mGmG Alap:SNṛS GmGmdNdmP mGmG mGrS mdNŚ dNŚNd 

mPdmPmGmG NdPm dNrŚ́ dNŚrŚ́ rŃŚNd NŚNdmP GGNdmP GmG mGrS.  

SG mdNŚNrŚ́ dNrǴ́ ḿǴrŚ́ ŚNrŚ́dNŚNdP dmPm GmG GGNdPmGmG mGrS 

dmdŚN r ́ ŚG ǴḿdḿǴ ḿǴrŚ́ ŚŚNdPm GmG mGrS.SN ̣rS GmGmdNdmP 

mGmG mGrS mdNŚ dNŚNd mPdmPmGmG NdPm dNŕŚ dNŚŕŚ 

r ́NŚNd NŚNdmP GGNdmP GmG mGrS.  SG mdNŚNŕŚ dNŕǴ 

ḿG ́ŕŚ ŚNr ́Ś dNŚNdP dmPm GmG GGNdPmGmG mGrS dmdŚN ŕ 

ŚG ǴḿdḿǴ m ́Ǵr ́Ś ŚŚNdPm GmG mGrS. 

Some other view:  
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Aroha: NṛGmdNŚ Avaroha: ŚNdP mGmG rS 

Vadi, 

Samvadi: S, m 

Pakad: ŚNdP mmG mGrS NṢMG mdNrŚ́ Chalan: NŚNdP mGmG GmNdmG 

mGrS SM MG G m d N Ś NdNŚrŚNdP mdNŚ rŚ́NdP ǴrŚ́rŚ́ NdNdP ŚǴrḿ́ǴrŚ́ 

N d m d ŚNdmG mGrS. When alap reverts to the madhya saptak Sa, it directly 

rises to Suddha Ma. With a short halt on Ma it moves to Suddha Ni with a glide 

and again moves to Tar Sa through the phrase N D m D N Ś. A pakad and a 

string of svara-sangatis: 

Pakad: m Dr ́Ś 

Svara-Sangatis: r ́ ŚN dP PPmG mGrS SMNdPmG mdNrŚ́. Scholars are in 

favour of omitting Ni in the aroha along with Pa, and instead provide two types 

of aroha: 

Aroha: 1. SrS G m d Ś 

2. SrS GmdNŚ Avaroha: Ś N d P m G P GmGrS 

Vadi, 

Samvadi: P, S 

Pakad: SrS G mGrS mPd mGmG mGrSCalan: SrS GmGrS mdP 

mGmG mdNdP m G m G mGrS SM mMG NdP mGmG mdŚ NdŚ r ́Ś 

Ǵr ́Śr ́ŚNdŚ NdP mGmG mGrS. 
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Deepak Rāga (Poorvi ang̣) Composition ‘Deepaka kathana karata’90 of  Pandit 

V.N Bhatkhande is set in madhyalaya jhapta ̄l and truly is a majestic one. It is an 

evening raga. The svaras used are: 

Komal Re, Komal Dha, Teevra Ma, Suddha Ga, and Suddha Ni. Re is omitted 

in aroha and Ni in avaroha. Other points: 

Vadi, Samvadi: S, P or P, S Chalan: Ś P GPGrS SGP mdP GmdPŚ N ŚrŚ́ P 

GPGrS. Experts state the following: 

Aroha: SGmGPdPNŚ Avaroha: SPmdPGrS Vadi, 

Samvadi: P, S 

jati: Vakra Shadav 

Chalan: S N ̣ S r S G m G P mdP mG mdmG PG rS NṢ mdPNŚ mPNŚ NrŚ́ 

GPGrS.   

Gauri Rāga (Poorvi ang̣)‘This is the most popular version in the Gauri cluster. 

Under the Poorvi That there are two varieties of Gauri, one with Poorvi-ang, 

and the other with Sri-ang, according to V.N. Bhatkhande’.91According to a 

different opinion, it also matches with Sri- ang due to the omission of Ga and 

Dha in aroha. A traditional composition namely ‘Devi Durge Bhavani, jagat 

janani narayani sukhadaini’92- is sung by Dr. Ashwini Bhide Deshpandeji. 

                                                           
90Kaivalya Kumar Gurav, ‘Raga Deepak,’ Youtube Video, 06:07,  April 01, 2014 , 
https://www.youtube.com/watch?v=LjnQLjUAk2E. 
91The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Gauri’ 
92 Vidushi Ashwini Bidhe Deshpande, ‘Raga Gauri,’ Youtube Video, 03:21,  March 16, 2015 
https://www.youtube.com/watch?v=t3nXcAPO_Us 
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The Poorvi-ang family has two variants, one which applies only Teevra 

Madhyam and the other which holds both Teevra Ma and Suddha Ma. 

Examples for both the versions: 

1. Gauri with Teevra Ma: 

Phrase: SNḍṆ ̣rG rmGr Sr NṢ 

Chalan: mmGrS NḍṆ ̣r  rGrS mdN Śr ́rŕ ́ ǴrŚ́ SSPP PmPd mG mGrS.mmGrS 

N ̣ḍN ̣ r  rGrS mdN Śŕ r ́ŕ G ́ŕŚ SSPP PmPd mG mGrS. 

2. Gauri with Suddha Ma and Teevra Ma. 

Phrase: SNḍṆ ̣rGrmGrSrNṢ M M mGMrG r mGr SrrNṢ ṃdṃ̣dṆ ̣S r rGrS MG 

MdPM rG rm GrSrN ̣ S. SN ̣d ̣N ̣ rGrmGrSrṆS M M mGMrG r mGr 

SrrṆS m ̣ḍm ̣ḍN ̣ S r rGrS MG MdPM rG rm GrSrṆ S 

Till Bhatkhande’s time both the forms of Ma were prevalent in Gauri but soon 

after that the Teevra Ma variety became popular. 

Musicians generally perform this raga in the evening hours with the vision of 

Godess Gauri dancing before Lord Siva. Teevra Madhyam is a very important 

svara that domintes the raga phrases, but it is not considered as the vadi svara. 

Here Pancam is assigned as the vadi svara.Other details are:  

Pakad: m G GrS N ̣

Calan:ṆrGmP mGrSṆ rG GmPm GGrSṆ P̣ḍN ̣d ̣ṆS PdNṠ NṙNdPm 

GmPmG SrSṆS. There is a variant that excludes Ga in aroha. Komal Dhaivat 
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is also dropped in aroha. The raga is embellished generally in the madhya 

saptak. Further points are: 

Aroha: S r m P d N S ̒ 

Avaroha: S̒NdPmGrS 

Pakad: SNḍṆ ̣rG rmGr Sr NṆṢ Sr NṆṢ 

Brief Chalan: SSPP mmPdmG rm Gr Sr NṆṢ SNḍṆ ̣rG rmGr Sr NṆ ̣S. 

According to a different viewpoint, Dha is dropped in Aroha and Re held weak 

by using it in a vakra style, such as S r S G M P. Teevra Ma is vakra in avaroha 

like NdPmGmGPGrS. Scholars add: 

Vadi, 

Samvadi: P, S 

Chalan: N ̣S G r S GmP m G M G r S P m P NṠ rǴ́rṠ́ NdP mGPGrS NdNdP  

NṢGrS.N ̣ S G r S GmP m G M G r S P m P NṠ ŕG ́ŕṠ NdP mGPGrS 

NdNdP  ṆSGrS. 

Malavi Rāga - Use of komal dha brings raga Malavi under the Poorvi ang. 

whereas the Śuddha Dha variety comes under the Marwa ang. Its jati is 

Shadava-Shadava.  In aroha Ni is not used while in avaroha Dha is dropped. 

Among senior authors Raja Nawab Ali is the only one who has discussed 

Malavi. He assigns it to the Poorvi That. The svara-sangati GP, handled 
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properly, can make the raga very appealing.93 The raga structure is as follows: 

Aroha: SrG mP mdŚ Avaroha: Ś N P m G r S   Vadi: r Svara-Sangati: GP 

Pakad: PGrrS SrSG mGrG mdrŚ́ NPG GmG SrS.  

Chalan: rrS rrGrm PPGr G m G r S SSGrS rGPG NPG GGmG rGr mGr PmGr 

rS mG mdŚ rǴ́rŚ́ rŚ́ NP mdŚ ŚNPmG rGmPmG PGrS SrS. Some artists favor 

Suddha Dha, in place of Komal Dha, and place the rāga under Marwa Thāt 

while some accept Suddha Ma in place of Teevra Ma, and keep it under the 

Bhairavi That. A beautiful composition ‘Namo namo namo narayana’ set in 

Teental is composed by Sri S.N Ratanjhankar. Aroha: N ̣S G m d Ś Avaroha: 

ŚNPmGr GPGrS Vadi, Samvadi: G, N 

Chalan: N ̣S G r S GmGrS GmdŚ NPmG PGrS NṛS94.The famous composition 

‘Anga sugandh’ belongs to the Marwa ang. 

Paraj Rāga - ‘Chalo hatho Kanha mose bolo na’95- set in madhyalaya Teental 

and sung by Lalit Rao. Paraj is very much connected with Basant. Both have the 

same notes and the same vadi svaras. Both the ragas have compositions that 

start from the Tar Sa. The difference is noticed during the descending glide as ŕ 

N d P  in Basant while in the phrase Ś N dP in Paraj. Paraj has a faster 

movement than Basant. Further, Ni is more prominent in Paraj than in Basant 

                                                           
93The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Malavi’ 
94 K.G Ginde, ‘Ocean of Ragas’, http://www.oceanofragas.com/#. 
95 Vidushi Lalit Rao, ‘Raga Paraj,’ Youtube Video, 09:32,  July 21, 2016,  
https://www.youtube.com/watch?v=MyclGoNHlGE 
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with alaps resting on it as in ḿǴ ŕ Ś d N d N Ś ŕ N Ś N ŕǴŕŚN and GmdN etc. 

Paraj has a weak teevra ma while Suddha Ma is used as GMG. 

Paraj is close to Basant, and therefore a mix-up may take place. This point will 

be taken up after discussing the fundamentals as presented by veterans from 

V.N. Bhatkhande onwards. Bhatkhande uses Komal Re and Komal Dha, Suddha 

and Teevra Ma, and suddha forms of Ga and Ni. He assigns it to the Poorvi 

That and to the late night hours.Bhatkhande emphasizes the importance of Ni.96 

Vocalists often conclude their tans on Ni as, for instance, in the phrase 

ŚrŚ́rŃdN. Other basic points from Bhatkhande are: 

Aroha: NṢG mdNŚ 

Avaroha: ŚNdP mPdP GMG MGrS 

Vadi, 

Samvadi: Ś, Pa 

Pakad: dP GMG mdNS and ŚNdP mPdP GMG 

Some musicians use shades of Kalingada in Paraj but it is perceived that Paraj is 

more fit for drut compositions than vilambit ones. A tan taken as Ś N dPmPdP 

GMG shows the movement in Paraj. 

The calan is:Aroha: NṢ GmPdNŚ Avaroha: ŚNdP mPdP GMG m G r S 

                                                           
96The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Paraj’ 
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Pakad: Ś NŚrŚ́ Nd ŚNdPmG dmGrS Calan: SNṢ GrS GmG mdNŚ NdP 

mPdP GmG m G mdNmdŚ NdNŚ ŚNdP dmdmG mDŚ NŚrŚ́ rŃS rǴ́rŚ NŚrŃŚ 

NdŚNdP dmGrS.Ś NŚŕŚ Nd ŚNdPmG dmGrS Calan: SN ̣S GrS GmG 

mdNŚ NdP mPdP GmG m G mdNmdŚ NdNŚ ŚNdP dmdmG mDŚ 

NŚŕŚ rN ́S ŕG ́ŕS NŚŕNŚ NdŚNdP dmGrS. 

Here two types of aroha are given: 

Paraj 1- NṢG mdNŚ  

Paraj 2-  NṢG MPd mdNŚ  

Flavor of raga Kalingada is seen in phrases like ŚNdP dNdP GMG. Paraj has 

the following phrases: S G MP dmd NNŚ GMG MPd P GMG etc. Meend is 

generally avoided. Other points are: 

Pakad: ŚNdP PGMG  

Alap: ṆSG mGrS SG GmdP PGMG mGrS GmdP mdNd mP mdNŚ 

ŚNdP PGMG GMPPMG MGrNS. SGmPdP dNdmP mdNŚ N r ś Ś Ǵ ḿ 

Ǵ r ́ Ś Ś r ́ N Ś NdmP PGMG mGrS. 

Madhya and tar saptaks are suitable for raga unfoldment. Another view of the 

raga is as follows: 

Pakad: GMdN ŚNdP mPdP GMG mGmGrS Calan: SrGmP GMG mGrS 

dPm GMG mdNS NdP GMGrS dNŚNdP dNŚŕ ŚG ́r ́Ś dŚNdP dPm 

GMG mGrS GmdŚ mdNŕŚ NrǴŕŚ ŚNdP GMG mGrS. 
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A variety of Paraj called Paraj Kalingada has a typical phrase m P d M G which 

brings the raga close to Kalingada.A distinct view of Paraj (and not Paraj 

Kalingada) is given in the following: 

Aroha: SGmP mPdNŚrŚ́ 

Avaroha: ŚNdN dPm dM mGrS 

Pakad: N Ś r ́Ś N d N Calan: ŚNdP N dPdM PG NmP d M G mGrS NS 

GmG PdNŚ dNŚrŚ́ 

Rewā Rāga : PdPŚ00’ PdPGrG00’-Some scholars relate Rewa with Raga 

Triveni as both belong to the Poorvi Thāt and exclude Ma. While Triveni 

excludes Ma, Rewa drops both Ma and Ni. Ga is the vadi in both of them. 

Bhatkhande mentions it as an evening raga, and provides the following 

chalan:GrG PGrS SrGP PdPG SrGrG ŚŕŚ dPG PGrS.97 

Rewa is obtained from the popular Sri raga by eliminating svaras Ma and Ni 

from it. For this reason Rewa closely matches with raga Bibhas and can be 

separated by using svara combinations S-r and r-P in the poorvang. The 

following details show: 

Vadi, 

Samvadi: S, P 

Pakad: SrG PdPG SrGrG 

                                                           
97The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Rewa’ 
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Chalan: SrS SdP̣ ̣PḍṛrS GrdP PdPGr ŚdP GPGr rP PdP ŚrŚ́ ǴrŚ́ ǴṔǴrŚ́ ŚrŚ́ ŚrŚ́ 

ŚdP rPdPGr GrGPGr SrS.98SrS Sd ̣P ̣ P ̣ḍrrS GrdP PdPGr ŚdP GPGr 

rP PdP Śr ́ŚǴr ́ŚǴP ́ǴŕŚŚr ́Ś Śr ́ŚŚdP rPdPGr GrGPGr SrS. The two 

types of Rewa one belonging in the Poorvi-ang and the other in Sri-ang has not 

much difference between each other. The following shows the Sri-ang variety:  

Aroha: S Gr Gr PG P d Ś 

Avaroha: ŚdP G Gr Gr S 

Vadi, 

Pakad: GrGrGr PGr rS dP̣Ṣ (Sri) 

PGPdPGrGrSGrG (Poorvi) 

The following featuressuggestGa as the vadi: 

Aroha: S r G P d Ś 

Avaroha: Ś d P G r S 

Chalan: SrG rPG GPdP GdP PdŚ rŚ́ǴrŚ́ dPGPdP GPGrG rS dP̣ḍṢ.  SrG rPG 

GPdP GdP PdŚ ŕŚǴr ́Ś dPGPdP GPGrG rS ḍP ̣ḍS 

Lalit:  Amir Khan’s rendering of madhyalaya Teental composition ‘Jogiya mere 

ghar aye’ is a masterpiece. 

                                                           
98 Ramashray Jha, ‘https://www.parrikar.org/music/poorvi/jha_reva.mp3, 1:47. 
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Din ki Pooriyā- ‘Chalo chalo ri ali mandirwa’- sung by Pt. Jasraj. No pancam is 

used in this raga.99 NṛGmdNrŃdmGrS, NrGmdmdNrŃdmdmG, GmdmGrGrS. 

The raga has fast movement. 

 Pooriyā Dhyanāśhrī: Also belong to the Poorvi ang.‘Payelia jhankar mori’- a 

famous tradional composition set in madhyalaya teental is sung by many noted 

vocalists and legends of Hindusthani classical Music.  

 

 

 

 

 

 

 

 

 

                                                           
99Pandit Jasraj, ‘Raga Din-Ki Puriya,’ Youtube Video, 01:30,  May 21, 2014,  
https://www.youtube.com/watch?v=gIGVl52dAMs&t=25s 
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Todị̄ ang̣ and its allied Rāgs 

Gurjarī Todị̄ Rāga-‘Bhor bhai tori bāt takata Piya’100-Also known as Gujari 

Todi, this is a traditional form of Todi. Gurjari Todi can be put under the 

modern Todi That. Here is the analysis: 

Vadi, 

Samvadi: d, r (or g) 

Pakad: S rg mdmg Ndmg rgrS. Focus on r and d. 

Chalan: g r S N ̣S r g rgmgdmgrgrS NṛS 

Pa is a point of debate in this raga. The present form uses Pa in the avaroha and 

shows the following raga structure:  Aroha: SrgmdNŚ Avaroha: ŚNdmgrS. 

Pakad: Srgmd mgmdNd mgrg mrgrS. 

The main difference between Todi and Gurjari Todi is only in the absence of Pa 

in Guijari Todi and therefore Pa should be completely withdrawn in Gurjari 

Todi. Both the ragas have almost similar movement and sung in the pre-noon 

hours. The following features are: 

Aroha: N ̣r g m d N Ś Avaroha: ŚNdmgrgrS Vadi, 

Samvadi: d, g 

Pakad: mdNd mgrgrS Alap: 

                                                           
100 Pt. Ajoy Chakraborty ‘Raga Gurjari Todi’, Youtube Video, Jun 28, 
2011,https://www.youtube.com/watch?v=3s6hT7vU3BM 
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SNṛ Srg mr g r N ̣d ̣Ṇd ̣SṆrdṢ dṆṛgrg grgmg mgmd dmgrgrṆS NṛgmdN Nd  m Nd 

ŚNrd́Ś NŚrŚNd Ndmg rgmdmg mr grS. 

NNdmgrgmdNrd́ Ś dNŚr ́ Śrǵ́Śrǵ́ ḿrǵ́rŃd mdŚNdmg rgmdmgr grS. SṆr Srg 

mr g r Ṇ ḍN ̣d ̣SṆrd ̣S d ̣Ṇrgrggrgmg mgmd dmgrgrṆS ṆrgmdN Nd  m 

Nd ŚNr ́dŚNŚr ́SNd Ndmg rgmdmg mr grS. 

NNdmgrgmdNŕd Ś dNŚr ́ Śr ́ǵŚr ́g ́ ḿr ́g ́ŕNd mdŚNdmg rgmdmgr 

grS. 

Todị̄ is a serene raga that applies alankar such as meend, while Gurjari Todi is a 

wired variety that uses alankar such as gamak. With Re an important svara in 

the poorvanga, the uttarang is dominated by Dha. According to some noted 

scholars Pa may be allowed in the avaroha. The following calan shows:  

 Aroha: S rgm dN Ś Avaroha: Ś Ndmgr S.  

Pakad: dmgmd   Calan: dNdmd NdmgrS SrgrgmdNŚ NŕNdmgrS mddŚ Nmd 

Ndmgr grS. Applying Pa in the avaroha brings in a flavour of the basic Todi, 

and therefore, it is advised to avoid Pa totally. Another pakad and chalan is: 

Pakad: gmd dmgrgrS mdNd mdg mrgrS.  

Calan: Sḍ Ṇ S rg grṆd ̣ ṃḍS grgrS Srgmrg mgr grS Srgmd dmg 

mgr rgmmd gmdNmd Ś N d Śrgr mdŚNmdŚ r ́Ndmgr Nmdgmrg 

d ̣ṆSrgrS. 

Khat Todị̄ Rāga - A Jaipur gharana composition ‘Dhana Dhana dhir’ is a very 

rare one and has been performed by noted vocalists like Late Pt. Jitendra 
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Abhisheki, Late Kishori Amonkar ji, Pandit Mallikarjun Mansur etc. A miśra 

raga from the Todi family that falls under the Todi ang. The Khat-ang directs 

this pre-noon raga. Due to the presence of Todi, both forms of Ma are applied in 

it. Suddha Ma is used in the phrase SRMPdNŚ and Teevra Ma in S r g m d N Ś. 

Rest is taken in Komal re, Suddha Ma, Pa and komal dha. Khat has andolan in 

Komal dha in the descending mode. 

 There are two versions of this raga related to the use of Suddha ma. They are: 

Use of Bhairavi svaras. Teevra Ma is optional. Calan is given: PgMdP grS 

SrgMP dnŚ ŚndP MPgrS.  

Use of both forms of Ma and the calan is: 

Srrg gMPd dndŚ ŚndnP mPdnd pgrS 

Though not having any fixed form, Khat Todi is a beautiful combination of 

Khat and Todi. It is relatively a difficult raga beacause Suddha Ma and Komal 

Ni are dominating swaras in Khat while Teevra Ma and Suddha Ni are equally 

strong in Todi. But the Todi-ang is the dominating part in this raga. Khat phrase 

d d n n P is joined with phrase Mgg rgrS of Todi to get the overall flavour of 

Khat Todi.  Some typical phrases are: PdnPNdmg rgrS SrgrS rg gM PnP 

ddnndnP gMPd mgr grS mdnP mdNŚ ŚŕǵŕŚ ŚdnP Ndmg gMnP mgr grS. 

There is another version as given below: 

Aroha: SRMPdNŚ ŕǵŕŚ Avaroha: ŚNdPMgrS 
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Calan: grS RMP dNdP SnP Mg MPgRS PdNŚ dN ŚŕǵŔŚ NdP dmgrS 

dPmgrS dgmdŚgŕŚŕdP mgmPd NdP mgrS. 

Multan̄i Rāga - An evening raga that excludes Komal Re and Komal Dha in 

aroha and is sampoorna in avaroha. There is a suddha re-suddha dha variety of 

Multani known as Ambika which later became Madhuvanti. 

Multani is a paramela pravesaka raga sung after Bhimpalasi(a late afternoon 

raga). It is always suitable to enter sandhiprakasa ragas via Multani due the 

common svara-sangati of mg. Bhatkhande observes that Re, Ga, and Dha should 

be skillfully applied to evade the shadows ofTodi- ang.  The calan of Multani is: 

Aroha: NṢgmPNŚ Avaroha: ŚNdP mgrS. 

 Compositions: 

1. ‘Sundara surajanava sai re’ in madhya laya Teental 

Multani has a typical calan: PgrS gmP dPmg gmPmg rS NṢ gmP dPmPm 

gmPmg gmPN dP gmPNŚ NdP NŚǵrŚ́ N Ś N d P gmPNdP Pg mgrS. PgrS 

gmP dPmg gmPmg rS ṆS gmP dPmPm gmPmg gmPN dP gmPNŚ 

NdP NŚǵr ́ŚN Ś N d P gmPNdP Pg mgrS.The raga has komal ga attached 

toTeevra Ma as a kan svara, and the alap generally ends with the phrases d m P 

mg m g, g m g r S. The other features are: Aroha: N ̣S mg m P N Ś Avaroha: Ś N 

d  mP mgmg mgrS Pakad: NṢmgmPdmPmgmg. 
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 Calan: S r S N ̣ P ̣ N ̣ N ̣ S N ̣SmgrS N ̣SmgmP mdP gmPNdP gmPNŚ 

PNŚŚNdP mgmg mgrS NdPmgmPNŚ NŚg ́ŚŕN Ś NŚḿg ́ Śg ́ḿP ́ḿǵ 

P ́ḿǵr ́Ś Śr ́NŚNdmPmgmg gmPNdPmg mgrS. 

Composition: ‘Nainana me an ban’ in drut Ektal. 

Some variations in the pakad and calan: 

Pakad: NṢmgP mPmg mgrS Chalan: mgmP PmgrS NṢmgmgmP PNdP Pmg 

mgrS PMgmPNŚ NŚǵrŚ́ NŚNdP ŚNdP Pmg mgrS.  

The following details give another glimpse of the raga:  

Aroha: N ̣S mg m P N Ś Avaroha: ŚNdP mgrS Pakad: ŃSmgP mPg rS Chalan: 

SNṢ mgrS Nḍ ̣Pḍṃ̣PṆṢ rS NṢmgP gmgP mPdP dmPg rS Pmg mN mPN NdP 

gmPNŚ rŚ́ ḿ ǵrŚ́ NŚdP dPmPg mgrs. 

Sahelī Todị̄:- Kumar Gandharva favoured this raga having two versions. The 

raga drops Ma totally. Komal Ni is optional in the ascending and the raga 

elaboration is mainly done in the mandra and madhya saptaks, for example ḍ S 

ḍḍ S S ḍ. Vadi is Komal Dha, samvadi is Komal Ga. It is a pre-noon raga. A 

calan is given: 

Aroha: Sr gP dŚOrSrgrgPdndŚ rǵ́rŚ́ Avaroha: dndP grgr S d ̣S Pakad: dṢrg Pg 

rgrS rSd ̣ Compositions: ‘Kahe re jagava de’, in Ektal, by Kumar Gandharva. 

Another view: Aroha: SrgP dndŚAvaroha: ŚdndP g rgrS. 

Madhusudan Patwardhan favours Sa as the vadi note, and Pa as the samvadi.  
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With all komal swaras used in it, flavour of Bilaskhani and Bhoopal Todi are 

found in this unique raga. 

Miyā Ki Todị̄:- ‘Ab mori naiya par karo’, ‘Mandala baje sajani heri’- are 

some traditional compositions made in this popular raga.The raga is allotted to 

pre-noon hours, and is present in both Hindustani and Karnatik music. It is a 

Janaka raga in Karnatik music as well as in Hindustani music. Medieval texts on 

musicology give reference to Todi and its variants. Such variants like Todi, 

Suddha Todi, Darbari Todi, and Miya ki Todi are always examined whether 

they are different ragas or different names of the same raga.‘During the All 

India Music Conference held in Delhi in 1918, this point was discussed, and 

after a good deal of arguments the conference agreed that Suddha 

Todi, Darbari Todi, and Miya ki Todi were one and the same raga and 

should be called by the common name Todi and be assigned to the pre-

noonhours’.101 V.N. Bhatkhande gives the following chalan for Todi: 

Chalan: N ̣Srg rg mPdP mPdmg rgrS Nḍ ̣grgdmgrg rS NṢ Srg 

Seni gharana musicians believe that Darbari Todi and other Todi varieties are 

different. But according to some noted Scholars Miya Ki Todi and Darbari Todi 

are the same. 

The basic Calan of Todi is: 

Aroha:    SrgmPdNŚ 

                                                           
101The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Miya Ki Todi.’ 
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Avaroha: ŚNdP mgrS  

Vadi, Samvadi: d, g 

Pakad: dNS rgrS mg rgrS Composition: ‘Langar kankariya jin maro’ in Teental 

There are controversies on the use of Pa in Todi. Some opines that there is no 

difference between the Todi and Miya Ki Todi but some are against this view. 

Bhatkhande favours the use of Pa in Todi. 

Both Ga and Dha are very important notes in this raga and it is assigned to the 

pre-noon hours. Dha is the vadi. Pakad: ddPd Pmg rgrS NdNs 

Chalan: dṆṢ grgrS NḍP̣ ̣ ṃdṆṢ dṆṢrg mgrg rgmg mp ddP mgmrg ddPNdP m 

dŚ r Śd N Ś rǵ́rŚ́ NdPmP N mdgm rg rrS.ḍṆS grgrS N ̣ḍP ̣ ṃd ̣ṆS 

d ̣ṆSrg mgrg rgmg mp ddP mgmrg ddPNdP m dŚ r Śd N Ś 

r ́ǵr ́Ś NdPmP N mdgm rg rrS. 

The position of komal ga in Todi  is one sruti below its normal state(i.e ati-

komal). As Todi is similar to raga Multani to some extent, scholars are against 

the use of the phrase NṢ mg m P which is a representative of Multani.  When ga 

is used as a kan with Teevra Ma, it also produces the effect of Multani. The 

phrase rgrS should be repeatedly used to establish the identity of the raga.  

Aroha: NṛgmdNŚ Avaroha: ŚNdP mdmg mrgrS Pakad: ṆdṆrg mrg rS  

Alap: SNṢrSNḍ Ṇd ̣SṆrdṢ dṆṢr ggrrg mrgrNḍ ̣NdSNrd́Ś Nṛgrg grmg mgPmd Pmg  

mrgr ṆS  mg Pm d dm d N d mP m d mgmr grṆS. 
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ŚNdPmdNrd́Ś dNŚr ́ ǵr ́ ǵr ́ ǵḿrǵ́rŃd NdmPmd dmg rgmdmg  mrgrmS.    

SN ̣SrSṆd N ̣d ̣SṆrd ̣S d ̣ṆSr ggrrg mrgrṆd ̣ NdSNŕdŚ Ṇrgrg 

grmg mgPmd Pmg  mrgr ṆS  mg Pm d dm d N d mP m d mgmr grṆS. 

ŚNdPmdNŕdŚ dNŚr ́ g ́ŕ g ́r ́ g ́ḿr ́g ́r ́Nd NdmPmd dmg rgmdmg  

mrgrmS.Scholars favor Ga, and not Dha, as the vadi svara of Todi. 

They provide the following:Pakad: d ̣N ̣S r g grS mg rgr NḍṢ 

Calan: Srgr SrS rSrg gmP mg Pmdmg gmgrS NḍṆṢ grS SrgrgrS dNdP Pmgmd 

d NŚNdNŚrŚ́ NŚrŚ́Nd dNdPPdPmg mdNŚ Śrǵ́rŚ́ NdNdPmg SrgrS. 

Pa is used in avaroha, and is not entirely dropped, because its exclusion could 

change Todi to Gurjari Todi. If  Pa is employed in the Aroha, Todi gets close to 

Multani, so to keep Pa, we should use it as rgmP instead of mgP. 

The following phrases show the use of Pa: 

Pakad: S d ̣N ̣Srg g rgmP MPg mr grS 

Improvising the ragrūp we get: S N ̣ dṆṢr ggr grS grmg mr g rgmP mPg mr 

gmPd dP dPmPg mrgrS ggmrgmdŚ Śrǵ́rŚ́ dNŚNd Pgrg mgrS. 

‘The Gwalior tradition distinguishes Multani from Todi through the 

following: In Multani Ga, Pa, and Ni are important while in Todi Re, Ga, and 

Dha are prominent svaras. The pakad and calan is: 
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Pakad: dṆṢrg rgm rgrS Chalan: S NḍP̣ ̣ ṃ d ̣N ̣S g r S rNṢ Sṛg mg mPmgrgmg 

gmPdP dmPmg m PdP mdN NdP mdNdNŚ ŚŕŚ ŚŕǵŕǵŕŚ ŕǵŕŚ Śŕǵḿǵ ḿŕǵŕ 

SrNdP mdNŚ NdP mg mrgrS’102. Too much focus on Dha may bring the shadow 

of Gurjari Todi.  

Aroha: SrgmdNŚ 

Avaroha: Ś N d P mdmg rgrS Pakad: dṆṢrg mrgrS  

Calan: SdṆṢrg rgr SrgrS NṢ NṢrSNḍ ̣dg mrg rgrS Srg mrmg gMPmd dP 

Pmdmrg mdNdP mrgrS. 

dmNdNŚ d N Ś r ́Śrǵ́rŚ́ ŚNŕŚNd rŚNd dǵrŚ́ ŚNrŚNŚNdP Pmd mrg gmrg rg grS. 

Typical Todi Phrases of poorvang: S r rg r rg r S  

Phrases of uttarang: md Nd Ś N d N ŕ N d. Several Todi ragas are designed by 

mixing different ragas with Todi, such as Bairagi Todi, Bahaduri Todi(with 

Desi and Asavari) , Lakshmi Todi(with Kafi and Asavari), Hussaini Todi(with 

Kafi Kanada and Asavari), Lachari Todi(with Gaud, Kafi, Desi, and Asavari), 

Anjani Todi(with Kafi, Desi, Asavari, and shades of Bhairav). 

Bilās-khāni Todị̄ Rāga: ‘Panchi tu udạ ja pinjre se’103- This Rāga is linked 

with Bilas Khan, son of Tansen. V.N. Bhatkhande classified the raga under 

Bhairavi Thāta. 

                                                           
102The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Todi.’ 
103 Ajoy Chakraborty,“Geetinandan 02”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-14. 
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This is a morning Rāga with pathos and the swara combination is  S rg.  Todi is 

allotted to the Bhairavi Thāta because all its svaras are komal. Bilas-khani Todi 

is a unique blend of Rāga Asavari with Todi and the following phrases show the 

typical ragarup. 

Limited use of Śuddha Ma and Komal Ni in the aroha separates Bilas-khani 

from Bhairavi.Phrases like g M P or P M P or S r g M g r S should be eluded to 

keep away from Bhairavi. 

Svaras Ma, Pa, and Komal Ni should be delicately used. 

Phrases such as Srg rg rSd ̣ S rnd g r g r should be used supporting the Todi- 

ang. Phrases like Srgr SdṢ rg M g r S may be used only after establishing the 

Todi ang. 

Dha is more prominent than Pa. A touch of the Bhairavi-ang can be added to 

apply the tirobhav technique, so that the listeners get mesmerized. 

Dha and Ga should be cautiously used. 

Komal Ni should be used as P nd Ś rń dŚǵrǵ́r ́S. 

A different view presents the following:  

Pakad: S rn ̣Srg rg Mg rS Chalan: S rn ̣Srg MgrSSrnd ̣Srg Mgrg rS dPndM Pg 

rgMg rS  SdṢrg rg MgrS. S rṇ Srg MgrS Srnd ̣ Srg Mgrg rS dPndM Pg 

rgMg rS  Sd ̣Srg rg MgrS. Composition: ‘Nike ghungariya’ in vilambit 

Tilvadatal. 
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Some musicologists suggest the following: 

Aroha: Srgr Mg PdnŚ Avaroha: ŚndP dMgr gMgrS Chalan: Srn ̣ rnḍ Ṃnḍ ̣ Srg 

MgrsSrMg ddP ndP PdMgr gMgrS MPddŚ nŚn Śrǵ́ ḾǵrŚ́ rń d ndMgr gMgrS 

Srṇ rṇd Ṃṇd ̣ Srg Mgrs SrMg ddP ndP PdMgr gMgrS MPddŚ nŚn 

Śr ́ǵ M ́ǵr ́Śr ́n d ndMgr gMgrS. The following pakad and chalan are suitable: 

Pakad: rn ̣Srg rS rnḍP̣ ̣ṂPḍ ̣S r g r S 

Chalan: rSd ̣Srg rg grgrS MMP ddP MPgg rrgrS MPdŚ rńddP MPddP dMP gg 

rrS Srn ̣dṢrg.rSḍ Srg rg grgrS MMP ddP MPgg rrgrS MPdŚ r ́nddP 

MPddP dMP gg rrS Srṇ d ̣Srg. To keep the rāga away from Bhairavi, a 

mild use of Pa in the avaroha as in SṇdP dndMgr g r S is recommended. Halting 

on Re is prohibited, as it may get close to Komal Rishabh Asavari. Scholars 

add: 

Aroha: S r g P d Ś  Avaroha: ŚndMgr grS Pakad: P dndMgr grS. Chalan: Srd ̣

nḍṢ dṢr rnḍ ̣Srgrg grgM pMgr gP PPdMgr rgMPMgr grS P P d nd nd ŚŚŚr rńdŚ 

Śnd ddndMgr MPMgr grS. 

The melodic phrases are ideal for singing devotional songs. Flavour of both 

Komal Rishabh Asavari and Todi is found in this raga and the ragadari that we 

obtain is: 

Aroha: rnṢrgMPdnŚ 
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Avaroha: ŚndMPdMgrS Pakad: rnṢrg MgP dndŚ ndMP dMgrS. Chalan: SrnṢrg 

MgrS Srd ̣ nṢrgrS SrgMP dndP PdŚ rńŚndŚ MPdŚ Śrǵ́rŚ́rńŚ rńŚd MPMgrS 

SrgrS. 

The svaras of Bilas-khani Todi are one sruti lower than that of the normal komal 

svara(i.e ati komal form). These ati-komal svaras keep the Ra ̄ga away from 

Bhairavi. Bilas-khani Todi is poorvanga- pradhan rāga, whereas Bhairavi is 

uttaranga-pradhan. Bhairavi omits Re in the aroha. Bilas-khani has the 

following Todi-ang: 

Srg grgMg rgrrnṢ 

Komal Rishabh Asavari applies the phrase r rrnṇḍṢ while Bilaskhani employs r 

r nṢ where Ni is ati-komal.  In Bilaskhani Todi, Komal Re and Komal Ga are 

always connected by a meend or glide during Aroha. In the avaroha Re and Dha 

are presented with andolan. A typical avaroha phrase is dPndM PdMgr grS. 

During Avaroha, Tar Sa is bypassed by sliding from Tar Re (komal) to Komal 

Ni. Similarly, Pa is avoided by gliding from Dha to Ma. 

To keep Bilas-Khani separated from Ās ̄avari, the āndolita komal dhaivat of 

Āsavari should be one śruti below its normal form.Glide such as p d g or M P g, 

which are common to Asavari should be totally avoided. 

The svara sangati rg rg of Bilās-khānī keeps it away from Bhairavi. Performers 

give more importance to Komal Dha instead of Pa and warn against fast 
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tankriya which may produce shades of Bhairavi in poorvang and of Asavari in 

uttarang. A brief calan : dnndŚŕn dMg rgrS rṇSrg rgrS. 

Bāhādurī Todị̄ Rāga ‘It is said that this raga was created by Nayak Bakhshu 

while he was serving in the durbar of Sultan Bahadur Gujarati. He named it in 

honour of his patron’.104 

A pre-noon raga Bahaduri Todi is generally sung in the mandra saptak, 

restricting the gayaki within madhya saptak. The laya used is slow.  

Scholars generally deduce the ragadari from traditional compositions. Here 

Pa is weak while some scholars use both forms of Re. The following 

composition ‘Sajan ki sawari soorata ab’  is based on madhyalaya Teentāl and 

sung by Pt. Arun Dravid.   Bahaduri Todi is sung in two ways. One with the use 

suddha Ni and Teevra ma while the other is sung without these two swaras. 

Type 1:This variant has Suddha and komal forms of Re, and komal forms of 

Ga, Dha, and Ni, and Suddha Ma, beside the ang of Todi, Asawari and Bhairavi. 

Ni is prohibited in the aroha. Sa is the vadi, Pa the samvadi. Further 

points: Aroha: R n ̣ S R g SR g MP nd Ś Avaroha: ŚrńdMgr gSRgrS Calan: 

RṇSrgSRg PRgSRṇ rgrSPdndMg RgRg MgrS M P nd nd Ś 

ŚŔnŚŔg ́S ́Ŕg ́ŚR ́g ́ ŕ Ś ŕndMg sRg rS. Composition: ‘Mahadeva devan 

pati’, in Tilvadatal, a favourite composition of Mallikarjun Mansur. 

                                                           
104The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Bahaduri Todi’ 
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Bhopāl Todị̄: ‘Āyo jogī āyo more mandirwā’105- A beautiful madhyālayā 

composition set in Teental, sung by veteran vocalist Late Pt. Jitendra Abhisheki. 

A morning raga usually used in devotional music. It has the same svaras as 

Bhoopali, with the difference being that Re, Ga, and Dha are komal. Ma and Ni 

are dropped. Its unique features are: Aroha: SrgPdŚ 

Avaroha: Śd P g rgrS Vadi, 

Samvadi: d g Pakad: S r d ̣S r g 

Jati: Audav Audav 

Chalan: S rd ̣S S r gr g Pg P Pr grSPd Śd ŚdSdPPd dPPrgrSŚdŚdŚ Ś r ́ Ś Śd PPd 

dgPr grS.S rḍ S S r gr g Pg P Pr grS    Pd Śd ŚdSdPPd dPPrgrS    

ŚdS ́dŚ Ś r ́ Ś Śd PPd dgPr grS 

The following calan is: 

Pakad: gPdPgrgPgrS Chalan: PḍṢrgPdgPdSdPgP grSSdPgPdS rgrS 

dPgrSrSdPdP gr S.P ̣d ̣SrgPdgPdSdPgP grSSdPgPdS rgrS 

dPgrSrSdPdP gr S. 

Another chalan is: 

Chalan: dṢ S rS dP SrSdP gdPg 

PgrS PdS rS grS dSrgrS dPg dgrSdP g PgrS d ̣S S rS dP SrSd ̣P̣ gdPg 

PgrS P̣d ̣S rS grS d ̣SrgrS dPg dgrSd ̣P̣ g PgrS . 

                                                           
105 Pt. Jitendra Abhisheki, ‘Raga Bhopal Todi’, Youtube Video, 5:53,  Jul 30, 
2010,https://www.youtube.com/watch?v=c7NvicCtflw 
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A ̄sa ̄vari  and i ts  a l l ied ra ̄gs  

Husaini Todị̄ Rāga : A composition of the Agra- Atrauli gharana ‘Niranjana 

Ki je’106- is sung by Pt. V.R Athawale, a well known vocalist and a student of  

Pt. V.N Patvardhan and Ustad Vilayat Hussein Khan. This variety of Todi can 

be brought under the group of Todi ragas such as Bahaduri, Ferozkhani, and 

Bilaskhani.  Ragas in this group are mixed ragas. 

Husaini Todi is a blend of raga Asavari and Husaini Kanada. Asavari is 

observed through the phrase d M P Mg; whereas the image of Husaini Kanada 

is seen as in M P D D n S Pn P. Moreover the Todi-ang lies in the phrase S 

rgrgrS. 

The raga is allotted to the pre-noon hours and uses both forms of Dha. While 

Re, and Ni are komal while Ma is suddha. Suddha Dha is dropped during 

ascending. The vadi svara of this raga is komal dha and samavadi komal ga. 

Aroha: SrgMPDnŚ Avaroha: ŚPnP dMPMgrg rS Pakad:    DDnPnPd M PMgrg 

rSChalan: SrgrS S PṇP̣ ̣D ̣n ̣S Srg grSMMP PnP MPddP D D n Ś ŚPnP dMPMg 

rgrS PnP̣Ḍ ̣DṇṢ rrg M gr g r S.   SrgrS S P̣ṇP ̣ Ḍ ṇ S Srg grSMMP PnP 

MPddP D D n Ś ŚPnP dMPMg rgrS PṇP ̣Ḍ ḌṇS rrg M gr g r S. 

                                                           
106 Pt. V.R Athavale, ‘Raga Hussaini Todi’, Youtube Video, 4:35,  Feb 4, 
2012,https://www.youtube.com/watch?v=VFe5tp-p1c0 
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Some performers of the Jaipur-Atrauli gharana sing a version of Husaini 

Todi using Śuddha Re and Śuddha Ni. This version appears closer to Desi Todi. 

Nyasa in Suddha Ni is observed. 

Anjani Todị̄ Rāga: The ra ̄ga usesboth forms of Dha, both forms of Ni, Komal 

Ga, Śuddha Re, and Śuddha Ma. Poorvānga has the shadow of Deśī-ang while 

the uttarāng has a blend of Ka ̄fī and Āsāvari. Composition: ‘Nidra ̄ hunahi averi 

mayi’ 107in Chautal. Anjani Todi is a pre-noon raga, and is a amalgamation of 

Todi, Ka ̄fī, Āsawarīand Deśī. Here s ̄uddha Dha is the vādī and s̄uddha Ga is the 

samvadi.There is another variety that is close to Jaunpurī. 

The calan is: Aroha: SRMPdnŚ Avaroha: ŔndPMPgRgS 

vadi,Samvadi: P, S 

Pakad: SRMP MPdndP ŚnŚ ndP MPgMg RgS MdnŚ ŔḾǵ ŔǵŚ ndP MPŚ ndP 

MPg RgS.SRMP MPdndP ŚnŚ ndP MPgMg RgS MdnŚ R ́M ́ǵ Ŕg ́Ś ndP 

MPŚ ndP MPg RgS. 

Āsāvarī Rāga : ‘Kanha mohe Asavari ra ̄ga sunaye’- a traditional Gwalior 

composition set in madyalaya Teental. Asavari has two variants, one with 

Komal Re and the other with Suddha Re. Komal Rishav Asawari which is also 

called Asawari Todi is in vogue among Kirana gharana musicians.Ustad Ali 

Akbar Khan talked about the use of Shakari Re with Śuddha Re. Komal Rishav 

Asavari and Bilaskhani Todi both have the same notes, only Vadi and Samvadi 

                                                           
107Ocean of Ragas. Accessed February 18, 2019. 
http://oceanofragas.com/mobilesite/RagaDetailsM.aspx?name=songs/AnjaniTodi_S. N. Ratanjankar_.mp3. 
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differs. The Komal Re version is widely known as Komal Rishabh Asavari and 

has resemblance with Bilaskhani Todi. Some musicians combine both these 

varieties by employing Suddha Re in the aroha and Komal Re in the 

avaroha.MPdMPg~’’RSRS- A typical phrase of Asawari. 

gRSMRPMP00RMPn00dP, MPdŚ’’SR0SRg0RS0’ŔnŔŚǵŔndP, ŚŔndP’, 

MPnndPMPdPMg~RSRS, Rnḍ~̣S, RMPnd~P, dPdMPRM00RMPg~RSRS. A 

khatkā can be taken in Re. Some other Asawari phrases are RMPn’dP,  

SRggRS. One can rest on dhaivat, gandhar and pancham. In Komal rishav 

Asawari the Phrase MPdMPg is not often used. MPnd’dMgr’ grnḍṢ is used with 

MPdŚŔnŔŚǵŔnd’dMg’grnḍṢ. In K.R Asawari another important phrase is 

SrMPdndMgr’S- A small Nyasa is there in the  komal re of komal rishav 

Asavari. Similarly in suddha Rishav Asavari nya ̄sa can be taken on dhaivat 

gandhar and paṅcam. 

It is a basic Thāt Rāg which is Audạv Sampoorna. Āsāvari has Ga, Dha, and Ni 

in komal form, along with Suddha Re and Suddha Ma. Asavari is a calm and 

sensitive morning raga and during alap it swiftly reaches the uttarang above Ma 

and hardly returns to the poorvang.Ga, Pa, and Dha used in the avaroha ang are 

very important svaras and the raga is allotted to pre-noon hours. The following 

features give the calan: 

Aroha: SRMPdŚ Avaroha: ŚndPMgRS  

Vadi,Samvadi: d, g 



P a g e  | 143 

 

Some musicians do have a tendency to use Komal re in the avaroha but itshould 

be used as a vivadi svara and not a regular svara of the raga. The following 

chalan gives an outline: 

Chalan: SRMP ddP MPdg RS ṇḍP ṂP ̣d ̣ḍSS SRMPdgRS MPddŚ ḾŔǵŔŚ 

ndP dMPŚ ndP MPdMPg RS. The following avarohi phrases give an outline 

of the rāgarūp: Ś n d P M P d M P Mg Mg R S. A definite phrase M P d M P Mg 

R S should be used repeatedly to avoid any connection with the Kanada-ang 

ragas.  

Aroha: SRMPndndŚ Avaroha: ŚndP MPdMP Mg Mg RS 

Pakad: MPdMP MgMg RS  

Aochar: S nḍn ̣d S SRMgMgRS  SRM PMP pMg MgRS 

SRMPndndPdM  MPndndŚŔR ́nndndPdM  ddPMP MgMg SRP  MgMgSRS 

. SRMPndndŚnŚ  MPnŚŔg ́ŔŚ  ŔŔŚnŚndndPdM  MdpŚ MgMgRS.Asavari 

and Jaunpuri are very much similar to each other. To retain their identities 

intact, Komal Ni is put weak in aroha in Asavari, while it is bold in Jaunpuri. 

Ga, Dha, and Ni of Jaunpuri are more komal than their complementary svaras in 

Asavari. 

Aroha: S R M PŚ d Ś 

Avaroha: Ś n d P MgRS 
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Chalan: S SRSḍSd ̣S SRM MPŚdŚdP MPdMP ggRS MP MPŚdŚdŚ ŚŔŔŚ 

g ́ǵŔŚ ŚnddP dMP MPdndP MPdPMP ggRS. 

The Dha in Asavari is one Sruti lower than its komal form. Its Andolit stage 

creates pathos, though this sentiment is less in Asavari than in its variation 

Komal Rishabh Asavari.108 Some scholars believe that Komal Rishav Asavari is 

the original Asavari. For taking swift tans, the komal re variant is not much 

suitable and therefore the Suddha Re variety is much more prefered by the 

recent musicians.It is also felt that Suddha Re in Asavari lowers the serious 

mood that is produced by Dha. 

A few ragas are classified under Asawari. Ni in the aroha makes it Jaunpuri, 

Komal Re in the avaroha creates Gandhari, a small addition of Gaud in 

Asavari’s poorvang creates Dev Gandhar raga. Rāgas Abheri and Khat too have 

the Asavari-ang. Ragas like Bahaduri Todi, Lakshmi Todi, and Anjani Todi 

have shades of Asavari. 

The Calan : SRṇḍS RM P ddP dMPg SRSRṇd ̣S gRS PMPggRRS ddPdP 

MPggR MPgRS MPdnddP ndP MPddŚ ŚŔnnddnddPddPg PgRMPggSR 

SRṇd ̣S 

MPddŚ dMPdŚ ddŚŔǵŔŚ ŔnddŚ ŚŔg ́ŔŔŚŔndd ndP ddPMPdgR 

RMPggR SRṇḍd ̣S. Another brief view: 

S RMpŚndP PdM MPndP M PdMPMg SRSMPndŚ ŚŔg ́ŔŚ ŔnŚŔndP 

MPgRS PSnŚŔnŚ ndPPdM MPŚnd PdMPMgsRS. A traditional 

                                                           
108The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Asavari.’ 
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composition ‘Kanha mohe Asawari rag sunaye’- set in madhyalaya Teental is 

perfect example of this dynamic raga.  

Devgāndhar Rāga: ‘Barajori na karore ye kanhai, Jamuna ke ghat paniya jo 

bharan, gagari mori girai mose karke larai’- A Madhya laya composition set to 

Teental is sung by Veteran singer Pt. Jitendra Abhisheki.109There are two 

versions of this rāga, one using only Komal Ga, and the other using both Komal 

and Suddha Ga. 

But there is the fact that the second variety of this raga has two forms of 

Gandhars (Ga), that is, ‘do’ Gandhar. ‘Do’ in Hindi means two. ‘Do’ in due 

course became ‘dwi’ and finally got twisted into ‘dev.110 

The raga known as Devgandhar, is a raga with two Gandhars. 

The salient features are as follows: 

Aroha: M P d P Ś n Ś Avaroha: ŔSndPMPgPgRS 

vadi, 

Samvadi: d, g 

Chalan: MMP dP Ś n Ś nnS ŔŚ ndPdP gMP ŔŚ ndP dP gRS. 

Devgandhar is also called Gandhari in north India. Dha is dropped in Aroha 

while Suddha Re is in aroha, and Komal Re in avaroha. It is a blend of raga 

Āsāvari and Dhanāsri, with Dhanāsri in āroha and Asavari in avaroha.  

                                                           
109 Pt. Jitendra Abhisheki, ‘Raga Devgandhar, Youtube Video, 43:14, Jan 2, 
2018,https://www.youtube.com/watch?v=lHloU6a-EBk&t=1891s 
110The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Dev Gandhar’ 
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The two different versions, one using Komal Ga and the other using both Komal 

and Suddha Ga is typical in Devgandhar. According to scholars, it has Dhanasri 

in the poorvang and Jaunpuri in the uttarang. The version with both forms of Ga 

is widely popular. Its features are: Aroha: SRMPddM PdnŚ  

Avaroha: ŚndPMPMgRSRnṢRG0GM0MPdMPgRS PMgRS Pakad: 

MPdMPMgRS RnṢRGM 

Chalan: S nḍ ̣nḍ ̣S SRMgMg MRPMP Mg Mg SR S 

SRMPndndPdM MPnŚ ŔḾǵŔŚ nŚŔndPdM ddPMPdPMg ŔŚŔn ̣SRG 

GM P Mg RS. S ṇḍ ṇd ̣ S SRMgMg MRPMP Mg Mg SR S 

SRMPndndPdM MPnŚ ŔḾg ́ŔŚ nŚŔndPdM ddPMPdPMg R ́ŚŔṇ SRG 

GM P Mg RS 

The raga is sung in the pre-noon hours. Some musicians are not in the favour of 

using both forms of Re of Gandhari raga for Devgandhar. But they accept both 

forms of Ga for this raga. Other points are: 

Aroha: S R M P d n Ś Avaroha: ŚndP MgRSRGM Pakad: MPdMPg RS SRGM 

Chalan: RnṢRGM MgRS M PM Pd P PgRS RSPḍṇṢ SgRgRSRGM MPdnŚ 

ŚndP nŚŔŚǵŔŚ ndPMP gRSRGM 

Devgandhar applies suddha Ga as well as komal ga, and it is used in the phrase 

RGMPgRS. The raga is further demonstrated as: 
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Aroha: SRMPdŚ Avaroha: ŚndP dMP SRGMPgRS Pakad: Ś d d P d M 

PgRSRGMPPgRS Chalan: Ś d d P d M PgRSRGMPgRS ṇd ̣S RMPddP 

PgRSRGMPgRMP ddPdMP RMPMP ddndP MPdMPg RS RGMPgRS 

MPddŚ dŚŔg ́ŔŚ R ́ndP ndP gRSRGMPgRS. Yunus Hussain Khan, of the 

Agra gharana, assigns the raga to the Asavari That. The details are: 

Aroha: SRMP dPnŚ 

Avaroha: ŚndP dMP gRS SRG MS 

Pakad: gR nṢRGM  

Aochar:gRS SRGM RMP dP ndP ŚdP dMPgRS SRGM PMPgR SRGM 

MPgRGM MPŚdP gRSRGM MndP gR SRGM g RSR SM P d P Ś ŚŔǵ 

ŔŚŔŚ ŚŔg ́G ́ḾŚ ŚR ́Pg ́ŔŚ ŚndP dMPgRS RGM SRMPŚdP Śg ́R ́Ś ŔṔg ́M ́ŔŚ Ś 

d P MPgRS. U 

Deśī Todị̄ Rāga – ‘According to Vinayakrao Patwardhan, when Desi uses only 

Komal Dha, it becomes a variant of Desi with the suffix Todi’111.Desi can be 

described as blend of Sarang in the poorvang(lower tetrachord) and Asavari in 

the uttarang(upper tetrachord). It is classified under the Asavari Tha ̄t due to its 

svara combinations. ‘Sachi kahata hai Adaranga yaha nadi nayo sanỵog’-a 

traditional composition set in Teental. This pre-noon raga has the following 

features: 

Vadi, 

                                                           
111The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Desi Todi.’ 
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Samvadi: P, R 

Pakad: SnṢ RPMg RSnṢ RMPRMP ndP MPgR PgR nṢ. Āochār: RgRS RṇS 

RMP ndP Ś PdP MPMgR PMgR SṇS MMPŚ nŚ Ŕg ́ŔŚ ŔnŚ PndP MPMgR 

RMPŚ PdP MPgR SRṇS   

Andolan on Ga intensifies the attraction of the raga. The following details give a 

short sketch: 

Aroha: SRMPnŚ Avaroha: ŚndPMgRS Vadi, 

Samvadi: S, M Svara- , 

Sangati:. Rn 

Chalan: SṇS RgRS MP RMPgR SRṇS MPddP MPdg RSṇS RPgRS ṇS ṇd ̣P 

SṇS MPndP ŚndP nŚŔg ́ŔŚ ŔnŚ PdMP gMSRṇS RPgRS 

Some musicians use only Komal Dha while singing and call it Deśī Todī. So 

both forms of Dha are permissible though there are many who apply 

only Suddha Dha. The phrases below have both Suddha Dha and komal dha but 

komal dha is used in a typical way with phrases such as d P Ś P d M P RMPdP 

d M P.   

Pakad: PMg RgRSR SṇS Chalan: S Rṇsṇ S S MRPMP MPDP 

DMPpRgSRSṇSṇSṇS S MRPMP DMDPŚR ́nŚnŚ ŚŔM ́g ́Ḿg ́Ŕg ́ŚŔS ́nŚńŚ 

ŚPDPMP RMPdP  dPMPRgSR SṇS 
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Some musicians favor Suddha Dha more than Komal Dha though the Komal 

Dha type is also prevalent. The view of the ra ̄ganga is as follows:  

Aroha: S R M P D  ŚnŚ Avaroha: ŚnŚPDMPRgRSRS Pakad: PḌṢnṢ 

RMPRgRS RSPDŚnŚ PD M P RgRSRS. A composition and calan derived from 

it are given below. This contains both forms of Dha. 

Chalan: MgRS SṇSṇḌP ̣ḌSṇS SRMPdPMP RgRS MPDŚnŚ nŚnDP 

PdPdPMP MPgR gRS RS. The phrases Rn ̣ SRMP and RgRnṢ in the 

poorvang and phrases MPŚ and PndPdP in the uttarang of the Avaroha keeps 

the rāga away from Jaunpuri. Desi is identified by its descending. Similarly 

phrases like MPdg MPg or ŚdPg should be avoided to keep Desi away from 

Asavari. Phrases S R M P Ś P d or RgRnṢ- which strongly establish the Desi-

ang should be used as much as possible to prevent the influence of the Sarang 

ang. Komal Dha and Nishould be cautiously used to avoid the impact of 

Jaunpuri and Asavari. Other points are: 

Vadi: P (samvadi not stated)     

Pakad: PR gRS 

Chalan: SRMP MPgRgRṇS 

MP RMP ndP RM MP MP Rg RgRSR ṇS MPdPŚŚnP dPMP nŚ 

PdPgR MPgRg RgRS MPŚ ŚŔg ́ Ŕg ́ŔŚ ŚnP.  g R g S R n ̣S is a catch phrase of 

the raga. A meend from Tar Sa to Madhya Pa is a typical movement of the raga.  
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Gāndhāri Rāga - Gandhari sounds similar to Devgandhar and Jaunpuri. It uses 

both forms of Re. The phrase Mg S MR M P in the poorvang has a closeness 

with Jaunpuri. But Suddha Re as well as komal re- keeps Gandhari away from 

both Jaunpuri and Asavari. Devgandhar uses both forms of Ga while Gandhari 

uses only Komal Ga. Several scholars have recognized Devgandhar and 

Gandhari as the same raga. But some musicians favour  Devgandhar for the 

dhrupad style while Gandhari for the khayal style. Bhatkhande gives only the 

pakad of the raga, which is: 

Ś dP dMPMg SRMP nŚdP MPdMP grS 

The entire view of Gandhari is presented with the following svaras: Komal Ga, 

Komal Dha, Komal Ni, Suddha and komal forms of Re and Suddha Ma. Ga is 

omitted in aroha. Further points are: 

Aroha: S R M P d M P d n Ś Avaroha: ŚndPMPMg, grSrnṢnṢ 

Vadi, 

Samvadi: d, g 

Pakad: RMP ndP MPMgrS Svara-Sangati: Mg SR M P Chalan: Sn ̣d ̣n ̣dṢRMgMgRS 

SMR PM P PMgMg rSrn ̣SnṢ  MPdnŚnŚ ŚnrŚ́ ŚrḾ́ǵ́ḾǵrŚ́ nŚŔndP dMr 

grnṢ.Sn ̣ḍn ̣ḍSRMgMgRS SMR PM P PMgMg rSrṇSṇS  MPdnŚnŚ ŚnŕŚ 

Śr ́Ḿg ́Ḿ́g ́r ́Ś nŚŔnDP dMr grṇrS 

Some musicians prefer the following calan: 

 Aroha: SRMPdnŚ   Avaroha: ŚndPdMPgrS Vadi, 
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Samvadi: d, g 

Pakad: Ś d d P d M P Mg SR MPg , rS 

Chalan: SRMPd dPdMP Mg SRMPgr  S rṇSrṇḍṇSMg SRMPddP 

MPddnŚ dnŚŕŚ r ́nŚr ́ndPdMPǵŕŚndP dMP Mg SR MPgrS ḍṇS. 

Jaunpurī Rāga: ‘Mohe garwa lago aye aaj’112- sung by Vidushi Kaushiki 

Chakrabortyji and composed by Pandit Ajoy Chakrabortyji.-The name of the 

raga is rooted in the name of the city called Jaunpur, near Benaras, Uttar 

Pradesh. Jaunpuri is sometimes mistaken for Asavari (of the Suddha Re 

variety).113Jaunpuri is a pre-noon raga that uses only Suddha Re. The calan for 

Jaunpurī is: 

Aroha: SRMPdnŚ Avaroha: ŚndPMgRS  

Vadi,Samvadi: d, g 

Pakad: MPndP dMPg RMP. Sometimes Ni is taken as the vadi swara in 

Jaunpuri. The both forms of Re in Komal Rishav Asawari separates it from 

Jaunpuri which has only Suddha Re. Moreover the use of Komal Ni in aroha 

separates Jaunpuri from Asawari. A chalan describes: 

SRMP ddP ndP MMdnŚ ndP MPg RS nḍP̣ ̣ ṂPḍṇṢ RMPg RS MPdNŚ ǵŔŚ 

ŔǵŔŚ ndP MPŚndP MPg RS. SRMP ddP ndP M MdnŚ ndP MPg RS ṇd ̣P̣ 

ṂP ̣d ̣ṇS RMPg RS MPdNŚ ǵŔŚ ŔǵŔŚ ndP MPŚndP MPg RS.While 

performing after Todi, some musicians omit Ni in aroha and name it ‘Suddha 

                                                           
112 Ajoy Chakraborty,“Geetinandan 01”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-47. 
113The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Jaunpuri.’ 
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Rishabh Asavari’. Including the phrases r n d and M g r S make it Jogi Asavari. 

MPdnŚdP is a dominating phrase of Gandhari.  

Another view suggests the following:  

Aroha: SRMPdnŚ Avaroha: ŔŚndPMgRS  

Ś dnM MPdŚ ŚŔg ́R ́ SndP MgRSṇS MPŚ dP dnŚndP MgRSṇS Śg ́ŔŚŔŚnŚ 

ŔŚnŚŔŚ ddMP n ŚŔ d Ś. 

According to some scholars, the vadi and samvadi of Jaunpuri are Sa and Pa 

(but Bhatkhande suggested komal dha and ga). The use of Ni in aroha is the 

basic difference between Asavari and Jaunpuri. Jaunpuri can be described as 

Sarang in the poorvang and Asavari in the uttarang. Some important features are 

as under: 

Āochār- M P d n Ś nd P Śn dMPMR M RMPMPS nḍ ̣nd S S R Mg Mg SR S 

SRPMPPRMP MP d M P Mg Mg SR S SRMPndndPdM MdPndP ddPMPRM M 

P d n Ś nd nd P dMP Mg Mg SRS . 

The position of the swaras Ga, Dha, and Ni are one sruti lower than their komal 

states and Pa, Re are vadi and samvadi respectively. A detailed view of its ati 

komal state is as follows: 

SRṇS RMPpdpdP dPMP RgRg RRP Rg Rg R S MP pd pdnŚ nŚŔnŚ 

ŔnpdpdP ŚnpdpdP dPMP RgRg RS. Komal Dha and Komal Ga use kan 

svaras from their lower swaras in this raga. 
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Lachāri Todị̄ Rāga : This is brought under the Todi Thāt by V.N. Bhatkhande, 

but some modern authors do not agree with this view. Bhatkhande uses the 

Suddha and komal forms of all the three svaras, Ga, Dha, and Ni. Re and Ma are 

Suddha. Further data from him has only a chalan and a composition: 

S M GMPdMP g RŚgMRṆRS G RGM GMP ŚnDnP MG RG RGM g MRSg 

RNṢ PMg sRMg SR NṢ RG RG MGMP DnP SnDP MG RG M PdMP Mg 

RNṢ.S M GMPdMP g RŚgMRṆRS G RGM GMP ŚnDnP MG RG RGM g 

MRSg 

RN ̣S PMg sRMg SR ṆS RG RG M GMP DnP SnDP MG RG M PdMP Mg 

RN ̣S.    

Leelāvati Rāga: This belongs to the Asavari That. It omits Ma and Ni, and is 

called the komal dha form of Sivaranjani. The latter applies suddha Dha while 

Leelavati uses Komal Dha. A traditional composition ‘Tum hi to sab jane’114 set 

in madhyalaya Teental is sung by Ustad Gulam Hyder Khan.  Other points are: 

Aroha: SR gPdŚ 

Avaroha: Ś d P gR RSRdṢ 

 Vadi, Samvadi: R, P  

Pakad: PdP gRS dṢ. 

 

                                                           
114 Gulam Hyder Khan, ‘Rāga Leelavati’, Youtube video, Feb 09,  2018, 
https://www.youtube.com/watch?v=ize2cx7hxMk. 
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Kalyān aṅg and its allied Rāgs 

Kedār Rāga : Composition: ‘Kānha re nanda nandan’115. ‘A popular raga,  also 

known as Kidar, Kedari, and Keddrika. It belongs to the Kalyan That and is 

assigned to post-sunset hours.116 

Kedar applies both forms of Ma with Suddha Ma used as the vadi svara of raga. 

The aroha of Kedar don't have Re and Ga. Ga is weak and it is present in Kedar 

as a hidden form. In Kedar, Ga is pressed behind by a strong Suddha Ma. 

Kedar applies Komal Ni as vivadi swara, but it has limited usage through the 

phrase DnP. Aroha:    SM MPDP NDŚSM MPDP NDŚ 

Avaroha: ŚNDP mPDP M GMRSŚNDP mPDP M GMRS 

Vadi, 

Samvadi: M, SM, S 

Pakad:    SM MP DPM PMRSSM MP DPM PMRS 

Some musicologists assign Kedar to the Bilaval That- This is because Suddha 

Ma has more preference than Teevra Ma. In Kedar, performers overlap Re and 

Ga in the poorvang through the usage S M, and also Dha and Ni in the uttarang 

through the phrase P P Ś or P D P Ś.  

                                                           
115 Rajan –Sajan Mishra, ‘Rāga Kedar’, Youtube video, Aug 12 2013, 
https://www.youtube.com/watch?v=5RR2UHhuhDo 
116The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Kedar’ 
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Another view of Kedar is given below: 

Aroha: SM mP PDP N D ŚSM mP PDP N D Ś 

Avaroha: Ś N D P MPDP MGRS Ś N D P MPDP MGRS 

Chalan: S MMP DPNDŚNŔŚ NDP M DPM RS ŚŔŚNNDP DPMḾḾŔŚ ŔŔŚ 

ŚŔŚNDPMmPDPM PMRS. SM MP DPNDSNRSNDP M DPM 

RS SRSNNDP DPMM MRS RRS SRSNDPMmPDPM PMRS. Some more 

views are available: Ga is used as a kan svara like M GP. Komal Ni is only used 

only in the avaroha in a limited manner through the phrase DnDPmPDPM. 

Ra ̄ga proceeds as: 

Aroha: SMPDNŚ  SMPDNŚ 

Avaroha: ŚNDP mPDnDP mPDPM MRSŚNDP mPDnDP mPDPM MRS 

Pakad: SM mPDmPM MRS SM mPDmPM MRS 

Alap:Sthayi:MMRS SM MGP PDmP DmPM nDmP DmPM MPDmPM SRNṢM 

mPDN SNDmP PŚNDmP MPDmPM MRS Antara: PDmPŚ Ś ŚNŔŚ ŚḾḾŔŚ 

ŚŔN  ŚNDNDmP DmPM mPDNmP DmPM MRS. 

MMRS SM MGP PDmP DmPM nDmP DmPM MPDmPM SRṆSM 

mPDN SNDmP PŚNDmP MPDmPM MRS Antara: PDmPSS SNRS SMMRS 

SRN SNDNDmP DmPM mPDNmP DmPM MRS. 

In other view: 
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Aroha: SMPDNŚ orŚM M PD PŚSMPDNŚ orŚM M PD PŚ 

Avaroha: SNDP m PD P MMRSSNDP m PD P MMRS 

Vadi, 

Samvadi. M, SM,S 

Pakad: SSMMPPDPM MRS SSMMPPDPM MRS 

Chalan: MMRS MMPPDPM ŚDPmPDPM MRS PPŚ ŚDP DPM 

MPŚ NŚḾŔŚŚ DPmPDnDP M PM RS.MMRS MMPPDPM ŚDPmPDPM 

MRS PPŚŚDP DPM MPŚ NSMRSS DPmPDnDP M PM RS. 

The whole raga halts on Suddha Ma. Ga is dropped in order to enhance the 

influence of Ma, but some artists apply Ga without diminishing the significance 

of Suddha Ma. Basically, Teevra Ma is not a part of the raga. But there is an 

inclination among musicians to touch Teevra Ma in a glide from Pa to Suddha 

Ma. Slowly and steadily the phrase P mM has become a part of the raga. 

Similarly, Komal Ni is also used through the avarohi phrase P n D P M. 

Therefore all the three svaras—Ga, Teevra Ma, and Komal Ni are allowed in 

Kedar. Another outline of the rāgarūp: 

Pakad: SMGPDPmMSMGPDPmM 

 Chalan: SRS M MPM DPmM MRS SMGP DMGPDPŚ NŚDPmM DMPM 

DPmMRS DPmM ŚDPM MRS.SRS M MPM DPmM MRS SMGP DMGPDPŚ 

NSDPmM DMPM DPmMRS DPmM ŚDPM MRS. When Ni is totally dropped 
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in Kedar, it becomes Jaladhar Kedar which does not have Ni.  The raga uses 

Suddha and Teevra Ma one after the other like in Lalit.The following points are 

added: Aroha: SRS M MGPmPDNŚ.   SRS M MGPmPDNŚ. 

Avaroha: ŚNDP mPDPM MRSŚNDP mPDPM MRS 

Pakad:    SRS M MGP mPDM MRSSRS M MGP mPDM MRS 

In the phrase M R S, a glide from Ma to Sa is advised; otherwise, there is a 

chance of Sarang flavor coming in. The following chalan gives: 

Chalan: SSM MPDPM MGP PDPmPDM DNŚ DPmPDPMRS MMDP 

DPŚ DNŚŔŚ mPDPM ŔŚ. SSM MPDPM MGP PDPmPDM 

DNŚ DPmPDPMRS M MDP DPŚ DNSRS mPDPMRS. Kedar has four more 

varieties which too are popular. They are Chandni Kedar, Suddha 

Kedar, Jaladhar Kedar and Maluha Kedar.  

Chāyanat Rāga - A widely popular raga, allotted to the evening 

hours, and to the Kalyan ang. It is a Kalyan ang raga having a 

distinct Nat form. The Karnatik system too has Chhayanat, but that 

has different characteristics.  

Like Kamod and Kedar, Chhayanat too uses Teevra Ma but in the 

avaroha only. Suddha Ma is used in both the aroha and avaroha. Ni 

is vakra in the Aroha and Ga is vakra in the Avaroha. Komal Ni is 

used as a vivadi swara. The following is the structure of the raga:  
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Aroha:     SRGMPNDŚ   SRGMPNDS ́117 

Avaroha: Ś NDP mPDP GMRS   S ́NDP mPDP GMRS118 

vadi, 

Samvadi: P, R or R, P  P, R or R, P 

Pakad: P R G M P  MGMRS    P R G M P  MGMRS          

Composition: ‘Pal pal soch vichar’ in Teental  

Kamod, Hamir, and Kedar are very close  to Chhayanat in terms of 

ragang, and among the three, Kamod is more close to Chhayanat. To 

avoid too much closeness, repeated use of the phrase PRRGMP2RS 

is suggested. Suddha Ni is used in phrases like S ND mP P NŚ Ŕ Ś  mP. 

Komal Ni is used very carefully. Other points are:  

Aroha: S RG MP P mDmP Ś  S RG MP P mDmP S ́  

Avaroha: Ś NDmP DmPPR GRGMPPRS S ́NDmP DmPPR  GRGMPPRS  

Pakad: PR RGMPRS PR RGMPRS  

Alap: S SḌP  ̣  P Ṛ GR GMRN ̣S SRGRGRGMP PDmPPR GRGM PM 

MRS DmPPŚ  Ś DmPPR  GRGR  GMPRN ̣S. 

S SD ̣P ̣   P ̣R GR GMRN ̣S SRGRGRGMP PDmPPR GRGM PM MRS 

DmPPS ́ S ́DmPPR  GRGR GMPRN ̣S Antara: PDmPŚ  Ś Ŕ NŚ  

Ǵ Ŕ Ǵ Ŕ Ǵ Ḿ Ŕ NŚ  Ś Ŕ  NŚ  Ś DmP PDmP Ś Ś DmP PDmPpR GRG RGMP 

PRS.PDmPS ́ S ́R ́NS ́G ́R ́G ́R ́G ́M ́R ́NS ́  S ́R ́ NS ́ S ́DmP PDmPS ́S ́DmP 

PDmPpR GRG RGMP PRS.  

Composition: ‘Madhuri Murata Tum Ri’ 119 in madhya laya Teental. 

                                                           
117 Bhatkhande, Kramik Pustaka Malika, 4: 109 
118  ibid 
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Chhayanat has PR as svara-combination, like DPR, while Kamod 

has RP combination, used as MRP. Kamod is uttaranga- pradhan 

while Chhayanat is poorvanga-pradhan. The following phrase 

describes: 

Aroha: SRGMP DNDS ́  Avaroha: S ́NDPmP RGMP GMRS.  

Chalan: SRGMP MGMR SRS SD ̣P ̣ P ̣P ̣RS RGMP DDP GMRS 

RGMP DDP mPDP S ́DP R ́S ́DP GMP GMRS MPS ́ R ́S ́ S ́R ́G ́M ́R ́S ́ 

P ́G ́M ́R ́S ́ R ́R ́S ́  DPR GMP GMR SRS.  

Scholars present the following data:  

Aroha: SRGMP NDS ́ Avaroha: S ́NDPmP GMRS  Pakad: GMP 

RGMP MGMRS 

Chalan: SD ̣n ̣P ̣ RRG GMRS SRGMP GMRGMP DP NDS ́  DnP 

RGMP GMRS. 

Composition: ‘Eri ab gunda lavori’120 in Jhumratal  

Chhaya is a rare raga and Nat is mostly noticed through its alliances with other 

ragas such as Kedar, Hamir, Kamod, etc. Some musicians simply assign 

Chhayanat to Chhaya. The Nat-ang is expressed through the phrase RGMP and 

the avaroha through Ś N D P GMR ṆS and ŚNDP RGMP GMR ṆS. Komal Ni 

is the vivadi svara and without Komal ni, not much difference is noticed in the 

ragadari. Komal Ni is often omitted during tans. 

Other features of Chhayanat as follows: 

                                                                                                                                                                                     
119 Bhatkhande, Kramik Pustaka Malika, 4: 118 
120 Bhatkhande, Kramik Pustaka Malika, 4: 124 



P a g e  | 160 

 

Vadi,Samvadi: P, R Pakad: PR GMR ṆS Chalan: RṆS  R  GM  PGMR  ṆS  D 

PR  GMP  GMRS GMPNŚ   ŔNŚ  D   PR   GMP   GMR   Ṇ   S 

Manik-bua Thakurdas prefers the straight view that Chhayanat is a mixture 

of Chhaya and Nat, and isolates the angs as given below: Chhaya-ang: ṆSRS 

GSR   RGMPMGRS   DPMPŚDnP 

Nat-ang: SGRGRG GMR DPŚ MPRG GMRS. In keeping with the above 

statement, the following is the structure of the Raga: 

Aroha:    ṆS GMP DP Ś 

Avaroha: ŚN ̣  DNDP  MGRS 

Pakad:    ṆS GRGRGN ̣S   RGGM  MPR  RGṆS  

Chalan: SḌP ̣GRGṆSGRGMP  PMPR  RGMDP   DNDP  ŚŔŚNŚǴŔNŚ   ŚD  

DnDP  RGMP  PM  PGMRS.  

Kādambari Kedār RāgaAn unique combination of Kedar and Sankara are 

found in this raga. The svaras used in this night raga are all suddha. The raga’s 

features are: 

Aroha: SRS MG P D N S ́  SRS MG P D N S ́  

Avaroha: S ́ N D S N  N D P D M PM S R S  

S ́ N D S N  N D P D M PM S R S  

 

Vadi, 
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Samvadi: M, SM, S  

Pakad: SRSM MGP PDP  NDP ND Ś N 

SRSM MGP PDP  NDP NDS ́N 

Chalan: S S R S  G P R G R S  S M G P  M P D P M  N D P  

N D S ́ N  N D P D P M  S R S .  

S S R S G P R G R S  S M G P  M P D P M  N D P  N D S N  

N D P D P M  S R S  

Bhūpā li Rāga: ‘Prabhu ranga bhina’- Avilambit composition set in 

Ektal. Bhoopali is a late night raga, but it is also sung in the early 

morning hours.  There is a probability of Bhoopali getting very 

close to comparable ragas like Suddha Kalyan, Deskar, and Jait 

Kalyan. Therefore rigid rules should be applied to Bhoopali for 

avoiding mix-ups with similar ragas. The ra ̄garu ̄pis as follows:  

Aroha: SRGPDŚ SRGPDS ́  

Avaroha: Ś DPGRSS ́DPGRS 

vadi, 

Samvadi: G, DG, D 

Pakad: GRSḌ SRG PGD PG RSGRSD ̣ SRG PGD PG RS  

Raja Nawab Ali points out the noticeable resemblance between 

Bhoopali and Deskar. Both have the same svaras, but Bhoopali is 

poorvanga-pradhan with Ga as the vadi svara while Deskar, which 

belongs to the Bilaval That, is uttaranga-pradhan, with Dha as the 
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vadi svara. 121Ś uddha Kalya ̄n is very close to Bhoopali but it is 

sampoorna in the avaroha. The following is the calan for Bhoopali: 

Calan: S RSḌ GRG GPDPG SRGRS RGPDP GPGR GPDP GPD Ś  

Ś RŚ  Ś DP DPGRGPDP PG RGRS GGPD Ś  Ś Ŕ Ǵ Ŕ Ś  Ś Ŕ Ǵ Ṕ Ǵ Ŕ Ś  

Ŕ Ś DPG GPDŚ  DPGR GRS.  

S RSD ̣  GRG GPDPG SRGRS RGPDP GPGR GPDP GPDS ́ S ́RS ́ 

S ́DP DPGRGPDP PG RGRS GGPDS ́ S ́R ́G ́R ́S ́ S ́R ́G ́P ́G ́R ́S ́ R ́S ́DPG 

GPDS ́DPGR GRS. 

Alaps can be over with Re or Ga as in the phrases GPDPGR ŚDPGR 

PGR GRPGDPG etc. Finishing alaps on Pa as in P D P  S R G P 

brings the shadow of Deś ka ̄r.The following details  are added: 

Aroha: S GR G P Ś D Ś S G2R G P S ́D S ́  

 

Avaroha: Ś DPPGR SḌ Ḍ S S ́DPP2GR SD ̣  D ̣ S 

 

Pakad: GR PG GR SḌSGR PG GR SD ̣S 

Alap : Sthayi: S SḌSḌS SRG S SḌPSḌ GGRSRG SRRG GRPG 

GRSḌS GPD GPD Ś DŚ DP DPPPGR PŚ DŚ DŚ Ś DŚ  Ś Ŕ Ś Ś SD PDPP 

PGR GRSḌSḌS. 

S SD ̣SD ̣S SRG S SD ̣PSD ̣  GGRSRG SRRG GRPG GRSD ̣S GPD GPD 

S ́DS ́DP DPPPGR PS ́DS ́DS ́S ́DS ́  S ́R ́S ́S ́S ́D PDPP PGR GRSD ̣SD ̣S. 

Antara: SRGPD Ś D PGRGPDS Ś D Ś DŚ  Ś Ŕ Ǵ Ś Ŕ Ǵ Ŕ  

                                                           
121The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Bhoopali.’ 
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Ś Ŕ Ś Ś DPDŚ Ŕ Ǵ Ś Ŕ Ŕ Ǵ  Ǵ Ŕ Ṕ Ǵ  Ǵ Ŕ Ś D Ś DŚ   Ś Ś DPPGRSḌŚ ḌS.  

SRGPDS ́D PGRGPDSS ́DS ́DS ́  S ́R ́G ́S ́R ́G ́R ́  S ́R ́S ́S ́DPDS ́R ́G ́S ́R ́R ́G ́  

G ́R ́P ́G ́ G ́R ́S ́ ́DS ́ ́DS ́   S ́S ́DPPGRSD ̣S ́D ̣S.  

A corresponding calan: 

Chalan:  

GRSRSD ̣SRG GPDPGRGRS SRG PGPPDS ́D S ́S ́PDPG RGPD 

GPDPDPG RGPDS ́  S ́R ́S ́  S ́DS ́S ́  R ́G ́R ́S ́ S ́DPS ́DPGGR GPDDS ́  

PDPG GRGP .Alankars such as gamak, andolan, and meend suit 

Bhoopali better than khatka and murki . Andolans on Ga and Dha, 

and meends between G-R or between S-D are typical of Bhoopali. 

Adding the following: 

Aroha: SRG P D Ś SRG P D S ́  

Avaroha: Ś DPG RSS ́DPG RS  

Pakad: SḌ SRG PG SD ̣ SRG PG  

Raga Suddha Vibhas is close to Bhoopali having Re and Pa as 

important svaras but Bhoopali has Ga and Dha as its two dominating 

swaras. So these two ragas are different in spite of having the same 

scales. Jait Kalyan, which also has the same svaras, has Pa and Re 

as its dominating svaras.  Bhoopali, Deshkar, Jait Kalyan, and 

Suddha Vibhas, these four ragas have the same aroha and avaroha 

(S R G P D Ś  Ś D P G R S) but the actual difference lies in the way 

these swaras are applied i.e the vadi samvadi and the use of Nyasa. 

Bhoopali has the following calan:Aroha: SR PG P Ś D Ś  SR PG P 
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S ́ ́D S ́  

Avaroha: Ś  Ś DPPGRSS ́ S ́DP PGRS  

 Pakad: PGRPG GP Ś D P PG GGP Ś D Ś DŚ . 

PGRPG GP S ́D P PG GGP S ́D S ́DS ́. 

A typical kan of Tar Sa on Dha and a kan of Pa on Ga makes the 

two notes Dha and Ga teevra tar, that is one Sruti higher than their 

respective Suddha forms. This is another important characteristic of 

Bhoopali. ‘Tore naino ne mose aise kini’- another traditional 

composition set in drut Teental.  

Hāmir Rāga:‘Jaha bhi ho tum raho chain se’122- a madhyalaya 

Teental bandish composed by Pt. Ajoy Chakraborty.  This is a very  

popular raga. It applies all the seven notes and both forms of Ma. 

All the notes used are Ś uddha. Suddha Ma is applied in both Aroha 

and avaroha but Teevra Ma is occasionally used in avaroha. Though 

old compositions do not display the use of Teevra Ma, both forms 

of Ma are prevalent nowadays.  

The calan follows the Kalyan ang and therefore it is assigned to the 

Kalyan That. Hamir has a vakra Ni in aroha and a vakra Ga  in 

avaroha as discussed in the phrases D N D Ś and P G M R S. 

Sometimes Komal Ni is used as a vivadi svara like in the phrase D n 

P. The aroha bypasses Re, Pa, and Ni while the avaroha is 

sampooma. It is a post-sunset raga. 

                                                           
122 Ajoy Chakraborty,“Geetinandan 01”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-39. 
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The following features for Hamir: 

Aroha: SRS GMD NDS ́  

Avaroha:  S ́ N D P mPDP GMRS 

Vadi, Samvadi: D, G  

Pakad: SRS GMD  

Alap:  

Sthayi:1. SRS GMD DP GMR GMDP GMR SRS GMD  

2. SRS GMD NDS ́  NDP mPDP GMR-GMDP RP GMR SRS GMD  

3. SRS N ̣D ̣P ̣ m ̣P ̣D ̣P ̣S RRS GMRS GMDPGMRS S ́R ́S ́NDP 

GMDPGMRS. 

Antara:  

1. S GMD NDS ́ NDR ́S ́ G ́M ́R ́S ́ R ́S ́ R ́S ́ NDP GMR GMDP PGMR 

SRS GMD.  

2. PPS ́ S ́DR ́S ́ G ́M ́R ́S ́ G ́M ́P ́G ́M ́R ́S ́ S ́R ́S ́  NDP P ́G ́M ́R ́S ́ R ́S ́  NDP 

mPNDP  GMRGMDP GMRS SRS . 

Some scholars reject Pa in the Aroha but if Pa is applied, the phrase 

becomes m P D N Ś starting from Teevra ma. Staying on Ni should 

be avoided. Details as given below:  

Aroha: S R G M ND N S ́  

Avaroha: SNDPmP GMRS  

Pakad: G M ND ND PmPGMRS  

Alap: Sthayi:  

1. SRGM MR RGMD ND ND mP PDmP PG MRS.  
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2. SRGMNDNDmP mPDNS ́S ́DNDmPPGMRS.  

Antara:  

SRGM NDNDS ́NR ́S ́ S ́R ́G ́M ́R ́S ́  SRNSS ́DNDmP NDmP 

PGMRS. 

This is a sober raga with vakra alaps. Performers suggest Dha as the 

vadi and Ga as the samvadi. Continuing with the following data:  

Aroha: SRS GMDNS ́  

Avaroha: S ́ N D P m P GMRS  

Pakad: S GMD DPmP GMRGMDP GMRS . 

Chalan: SGMDP MGMDP PGMR GMP PGMRS P ̣N ̣SRS 

GMDPGMRS PmGMD DNDP DNR ́S ́NDP GMRGMDPGMRS . 

Dha is the most prominent svara and the use of Pa is always reduced 

to focus Dha. Komal Ni, is the vivadi svara, and it is used as S D n 

P. 

Some vocalists use Dha repeatedly but it decreases the artistic 

beauty of the raga. Raga adds:  

Aroha: S G M D N S ́  

Avaroha: S ́DNDP GMRS  

Vadi, Samvadi: D, G (Pa is the vadi according to another opinion)  

Pakad: G M D 

Chalan: SGMDP GMRS GMDP NS ́DP DNR ́S ́ DNDP GMDNS ́ 

GMRS GMDNDP DPGMRS.  Old compositions of Dhrupad and 

Dhamar have no Teevra Ma and nishad is only used as a touch 
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note(kan swara). Providing the calan:  

Chalan: S R S GMRS GMNDNDP PPS ́S ́R ́S ́S ́G ́M ́R ́S ́S ́NDNDP GMND 

GMRS. 

Teevra Ma and Ni were included into khyal compositions because 

they produced greater possibilities for raga illustration. The present 

form of Hamir is as follows: 

Aroha: N ̣SGm NDNS ́Avaroha: S ́ NDP MP GMRS  Chalan: SG 

GMRS SD ̣N ̣D ̣P ̣D ̣P ̣m ̣P ̣S PmP GMRS NSGmND DmP GMNDNS ́  

mPDPmPS ́R ́S ́DNmPDG GMRS. 

Phrases like mPDNPDmP  and mPDNS ́  show the Kalyan-ang while 

PGMRS and SGMP GM DP DNDP GMRS  bring forth the Bilaval-

ang. Hamir raga can also be brought under the Bilaval That . 

Kāmod Rāga:A traditional madhyalaya composition ‘Yeri jane na 

doongi’- is set in Teental. This is a post-sunset raga having Teevra 

Ma, with the other svaras suddha. It is grouped under the Kalyan 

That and the features are:  

 Aroha: SRP mPDP ND Ś  Avaroha: Ś  N D P mPDP GMP GMRS  

Vadi,  

Samvadi: P, R  

Pakad: RP mPDP GMP GMRS 123 

Ni and Ga are vakra and not prominent like other Kalyan ang ragas 

such as Hamir, Kedar, and Chhayanat. Suddha Ni is weak while 

                                                           
123 Bhatkhande, Kramik Pustaka Malika, 4: 84 
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Komal Ni may be used through phrase D n P.  

Generally performed after sunset, some scholars prefer phrases such 

as SRPP DPGMDP GMP GMRS. The following calan has:  

Aroha: SRP mPDP D Ś  Avaroha: Ś  N D P GMP GMRS Chalan: 

SRPP DP GMP GMRS MRPP DDPP mPDP S ́DP GMR PGMRS 

PPS ́ R ́S ́  M ́R ́S ́  R ́S ́DP GMDP GMRP DDPmP GMR PGMRS . 

The following chalan gives another outline:  

RP mPDP GMP GMRS DP MGMP PP Ś  Ś DŚ  Ś Ŕ Ś  Ś NDDP Ŕ Ś DP 

mPDDP mP GMRS.RP mPDP GMP GMRS DP MGMP PPS ́ S ́DS ́  

S ́R ́S ́  S ́NDDP R ́S ́DP mPDDP mP GMRS.  

The raga is vakra in both aroha and avaroha.  Given below are some 

other features:  

Aroha: S MR P D P Ś  Avaroha: Ś  Ś D mP MRP GMPGMRS.  

vadi, Samvadi: P, R  

Alap:  

S SD ̣P ̣ SRS S MR MRMSRS S MRP PmDmP S ́DS ́DmP DmP MRP 

GMPGMRS. 

PDmPS ́ S ́R ́S ́  S ́R ́NS ́S ́D mPGMPGMRS S ́M ́R ́P ́PG M ́P ́G ́M ́R ́S ́ 

M ́R ́NS ́ PNS ́R ́S ́S ́DmP PS ́  GMPGMRS.  If Ga is dropped in Kamod, 

it becomes Suddha Kamod. The  vakra phrases are GMP GMRS in 

the poorvang, and P N Ś D P in the uttarang. It is to be noted that 

Teevra Ma is often excluded. Adding the following:  

Pakad: SRP GMP GMRS Chalan: GMP GMRP PDPS ́ NS ́R ́ NS ́DP 
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GMP GMR N ̣SR RP DP GMPGMRS. SN ̣D ̣P ̣ D ̣P ̣S SRS GMP 

GMRS MRS PGMRS GMDP DDP S ́DP DP GMP 

GMRSRP DPS ́ S ́R ́S ́S ́DP GMRS RPDPS ́ S ́R ́S ́ G ́M ́R ́S ́ R ́R ́S ́S ́  

M ́M ́R ́S ́S ́ S ́S ́DP GMP GMRS . 

Teevra Ma is generally used asa touch note(kan svara), as in G M 

mP. It is also used in the phrase R P m P.ACalan given below totally 

omits Teevra Ma:  

Svara-Sangati: R P  

Composition: ‘Chhand de mora anchhara’ in Teental, sung and also 

recorded by Bade Ghulam Ali Khan.  

The result shows that Pa is the vadi and Re is the samvadi. Ga is 

used repeatedly. Scholars may withdraw Teevra Ma, can use it as a 

Kan swara or can apply it in some limited phrases. Suddha Ma is 

prominent in the raga. 

Khem Kaly ā n  ̣Ra ̄ga: The composition ‘Sab sakhiyana mila kar kara 

singar-124 is composed by veteran vocalist Ustad Khadim Hussain 

Khan and sung by Pt. Vikas Kashalkarji . Khem and Khem Kalyan 

are similar ragas. While Khem applies only Suddha svaras, Khem 

Kalyan, a pre-midnight raga applies the phrase Suddha M R G.  

Vadi,  

Samvadi: S, P  

Chalan: SRSGGMRSGPPNDPPmRG   GGMSRS   PPG S ́DP 

                                                           
124 Vikas Kashalkar, ‘RāgaKhem Kalyan ̣, Youtube video, 11:59, June 25, 2011, 
https://www.youtube.com/watch?v=KFhv9aRYiKQ 
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NDPmRG  GGM SRSPSRSPP S GGM G P PNDPPmRG . Ni and 

Teevra Ma is limitedly used beside Suddha Ma.Re is used as P 

GMRS as in Kalyan ang.  

San g̣am Kedā r R āga:Sangam Kedar comprises three ragas namely 

Nat, Bilaval, and Kedar but  Nat and Bilaval already exist in the 

basic framework of Kedar.  ‘Sangam’ means a confluence or a 

meeting place. So the meaning symbolises a meeting point of these 

three ragas. Both forms of Ma are used. Kedar Bodasji  uses the 

touch of Nand in it through GMDP GR. Other details are as follows:  

Pakad: N ̣S GMP mM mPD GMRS  

Chalan: GRS MGmP GMRS PM PNDPNP RS N ̣S GM mPM MPGRS 

SRSMPM DP MM SRS PNN Ś  PNŚ Ŕ Ś  DP PDNS Ś  Ŕ NŚ  DPMP 

GMRS RS.GRS  MGmP  GMRS  PM  PNDPNP  RS  N ̣S  GM  

mPM MPGRS  SRSMPM  DP  MM  SRS  PNNS ́   PNS ́R ́S ́ DP  

PDNSS ́  R ́NS ́  DPMP  GMRS  RS.  

Sāvan ī  Kaly ā n  ̣R āga: ‘Neeko Ladla’125- a unique composition sung 

by Pt. T.D Janorikar.Scholars classify this raga under the Kalyan 

That. Ma and Ni are weak in the Aroha. The compositions generally 

finish on Dha in the mandra saptak, and raga illustration is 

conducted in the mandra and madhya saptak. The following features 

are:  

Vadi: S (samvadi not given) Chalan: GRS   N ̣D ̣N ̣P ̣ P Ṣ RGRS 

                                                           
125 T.D Janorikar,’Raga Savani’,ITC Sangeet Research Academy, https://www.itcsra.org/Raga-Online.aspx. 
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SSMG PPD PDPG RSP GRS.  

Other points are:  

Aroha: SN ̣D ̣N ̣D ̣P  ̣SRS GPDŚ  

Avaroha: Ś NDNDP GRS D Vadi,  

Samvadi: S, P  

Alap: SRSN ̣ N ̣D ̣P P̣  ̣S SS SRS S GG PPDP PDPD GPRSḌ 

Ś  Ś Ś  Ś  Ś  Ś  ND NDPP PG PP DDPP PGGP GRSḌ.  SRSN ̣   N ̣D ̣P ̣P ̣   

S  SS  SRS  S  GG  PPDP  PDPD  GPRSD ̣  

S ́  S ́S ́  S ́  S ́ S ́  ND  NDPP  PG  PP  DDPP  PGGP  GRSD ̣  

Some current viewpoints are as follows:  

Using Ga as vadi and Dha as samvadi take the raga close to Suddha 

Kalyan.  

In a different view: Aroha: S RG P D N Ś  

Avaroha: Ś  NDPGRS  

Vadi,  

Samvadi: G, D  

Pakad: SN ̣D ̣N ̣DP  ̣ḌN ̣ S RGPRS  

Chalan: SN ̣P ̣N ̣P ̣S N ̣D ̣N ̣SRS SRGRG GPRS N ̣D ̣P ̣N ̣S GPDNDP 

DPGRGPRS PDNS ́ R ́S ́NDNDP DPGRG RGPRS . 

We can find two variants, one without both forms of Ma, the other 

applying only Suddha Ma. The first variant is vakra audava 

shadava, and performed in the post -sunset hours. Other details:  

Aroha: SRS GPDP Ś  
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Avaroha: S N D P G R Ś  Vadi, 

Samvadi: G, D  

Calan: SRS N ̣D ̣P  ̣ SGRG PDGPD PDP Ś  GRS NDP GPD GDP DGDP 

GRS. SRS N ̣D ̣P ̣  SGRG PDGPD PDPS ́ GRS NDP GPD GDP DGDP 

GRS. The second variant is vakra sampoorna with the following  

features: 

Pakad: S GMP PDP GMRGRS SMGP PGMR GMDPS ́ NDNP 

DPMG MRGS N ̣D ̣P ̣RS 

Śuddha Kalya ̄n  ̣ Ra ̄ga:A favorite raga under the Kalyan That. The 

title ‘Suddha’ doesn't indicate  the original form of Kalyan.  It is a 

post sunset raga.  

The following are the features of Suddha kalyan: 

Aroha: SRGPDŚ  

Avaroha: SNPDmGRS  

 Vadi,Samvadi: G, D  

Pakad: ‘GRS, N ̣D ̣P ,̣  S, GR, PR, S’126. Composition: ‘Bolana lagi 

papihari’ in vilambit Ektal.  Another composition ‘Bajore bajo 

mandalara’- is set in drut Teental.  

The popular variety of Suddha Kalyan has a pentatonic Aroha with 

swaras Teevra Ma and Ni dropped. Another version excludes Teevra 

Ma and Suddha Ni in both the Aroha and avaroha. Use of 

meend(Glide) and kan swaras(touch note) are the basic features of 

                                                           
126 Pt. Vishnu Narayan Bhatkhande, Hindusthani sangit Patddhati, Vol-04, (Bombay: Sitaram Sukthankar, 1939), 
53. 
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the raga.  Meends are attempted between  Tar Sa and Dha almost 

touching, Suddha Ni and between Pa and Ga touching Teevra ma. 

The following phrase shows:  GRSS PRGG  GPGGPPDP GRS 

ḌSN ̣D ̣P  ̣P ṢḌ SSRGRS N ̣D ̣ N ̣D ̣P  ̣PPG PGPGRS.  

There is controversy on the use of vadi and samavadi.  

Some musicians use Re and Pa as the vadi and samvadi 

respectively, while some other use Ga and Dha. Ma and Ni should 

be wiped lightly through a glide or a kan(touch).  The phrases are as 

follows:  

Aroha: SRGPDŚ  Avaroha: Ś NDPmGRS  

vadi, Samvadi: R, P or G, D  

Chalan: PG RGRS  DṚS DP̣ ̣   SDṢGGR SRG RS PPŚ DŚŚŔŚ ŚŔ ŔǴŔDŔŚ 

DPGR PRS GPŚŚŔǴŔŚ ŔŔŚNDNDP GGPD ŔŚNDP PGRGPRS.PG    RGRS   

ḌRS   ḌP̣   SḌS   GGR   SRG   RS   PPŚ   DŚŚŔŚ   ŚŔ  ŔǴŔ    DŔŚ   DPGR   

PRS   GPŚ   ŚŔǴŔŚ   ŔŔŚ   NDNDP  GGPD  ŔŚNDP  PGRG   PRS. 

Some scholars prefer Re as the vadi and Pa as the samvadi. Performers reach Sa 

directly from Pa but also as P D P Ś or D PŚ. The following phrase is 

recommended:  

GRS PGPRS  PDPŚ  ŚNDP  PDPRS.  This raga is also called Bhoop Kalyan. 

During raga illustration, Teevra Ma and Ni are used only as meend in the 

Avaroha. The following phrase ŚNDP NDP  ŔŚNDNDP GRGPmGPRS, and 

the Kalyan-ang should be distinctly verified. 
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The following features suggest:Aroha: S GR G P Ś́D ŚAvaroha: Ś ND P mGR 

PGPRS. Vadi, Samvadi: G, D 

Pakad: N D mP PG PR S 

Alap: S NDP̣ ̣ P ̣SDṢ SRSGRG PRS SGRG PGPmG PGPDmPmG PGPRS 

SRGPmG SRGPNDNDmPmG  PGPŚ́DŚNDmPmGPRS. 

 SRGP  ŚDŚ  NŔŚ ŚǴŔǴ ǴṔŔŚ ŚŔNŚNDmPmGGPNDNDNP mG PGPRS. 

 S NḌP̣   P̣SḌS   SRSGRG    PRS   SGRG   PGPmG   PGPDmPmG  PGPRS   

SRGPmG   SRGPNDNDmPmG    PGP   Ś
́
DŚNDmPmGPRS. 

 SRGP  ŚDŚ  NŔŚ ŚǴŔǴ G ́ṔŔŚŚŔNŚNDmPmGGPNDNDNP mG PGPRS. 

The audav variety drops Teevra Ma and Ni. Its scale is: Aroha: SRGPDŚ. 

Avaroha: Ś D P GPRS 

The audav sampoorna type is the only popular version and is presented as: 

Aroha: SRGPDŚ 

Avaroha: ŚNDPmGRS Pakad: GRSDP̣ṢSRGPRS GRSNḌP̣Ṣ 

Chalan: DḌṢ SRG SRDṢ GRSRDṢ GPRG PDPRGRS PmGRPRG mRRG 

SRDṢ. 

Yaman Kaly ā n  ̣ Rāga: Also called Iman Kalyan, Yamani Kalyan, 

Jaimini Kalyan., and Jamuna Kalyan, this is a variation of the 
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major raga Yaman or Iman. 127 

Yaman Kalyan uses both forms of Ma. Many musicologists mention 

it as a blend of Suddha Kalyan, Iman,and Bilaval. The vadi, 

samvadi, and chalan are close to Yaman. The scale is:  

Aroha: SRGmPDN Ś  

Avaroha: NDPm GMGRS  

When Suddha Ma is used in a restricted way in Yaman, it is called 

Yaman Kalyan. The catch phrase is Pm GR GMGR SRS or PDNDP 

GMGRGP. Pa is suggested as the vadi and Re as the samvadi .The 

following chalan gives: 

SRG GmPmG GMGR GMGRS RGP mPDNDP DN Ś  Ŕ Ǵ Ŕ Ś  NDP 

PmGMGR SN ̣D ̣N ̣RS .SRG GmPmG GMGR GMGRS RGP 

mPDNDP DNS ́ R ́G ́R ́S ́ NDP PmGMGR SN ̣D ̣N ̣RS. Presenting the 

plain view that Yaman Kalyan is a blend of ragas Yaman and 

Kalyan, the scale is: 

Yaman: Aroha: N ̣RGm D N Ś  

Avaroha: Ś  N D m G R S  

Kalyan: Aroha: S R G m P DN Ś  

Avaroha: Ś  N D P mGRS  

Yaman Kalyan: Aroha: SḌN ̣R GmP DNŚ  

Avaroha: SŔ NDPmG RGMG RGRS  

In YamanKalyan, Re, Pa, and Dha are important svaras of 

                                                           
127The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Yaman Kalyan.’ 
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theKalyan-ang while Ga, Ni, and Teevra Ma show the Yaman-ang. 

Through a different view we get: 

Aroha: SRGmPDN Ś  

Avaroha: Ś  N D Pm G M G R S  

Vadi,  

Samvadi: G, S  

Suddha Ma can be used as N ̣RGmPmG MGRG or as P m G R G M 

G. According to some other opinion, Yaman Kalyan is the same as 

raga Kalyan and the key phrase employs two Gandharas like G M G 

R S.  

Yaman Rāga: ‘Tu jaga mein sharam rakho meri’- A beautiful madhyalaya 

composition set in Teental. A popular raga, under the Kalyan That. All its 

svaras are suddha except Teevra Ma. Yaman is generally accepted as a major 

raga of the North Indian classical Music. It is a difficult raga to handle and 

therefore it is taught as a beginner’s raga to the students before learning other 

ragas. This post- sunset raga has the following features: 

Aroha: SRG mP D N Ś 

Avaroha: Ś N D P mG RS 

Vadi, 

Samvadi: G, N 

Pakatd: N ̣R G R S P m G R S  

Compositions: 

1. ‘Ari yeri Ali piyabina’ 
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2. ‘mein vari vari jaungi’ 

3. ‘Intezar mein baithahoon’128. 

The three compositions given above, in madhyalaya teental are among the most 

popular ones in this raga.  

4. ‘Jaga mein kachu kam’ in vilambit ektal. 

5. ‘ Chandrama lalat par’ a Sadra in Jhaptal. 

It is a sampoorna raga. Sometimes the two achal svaras Sa and Pa are 

intentionally avoided to create a Tirobhav effect, that is, to momentarily distract 

listeners from the rāgarūp. The raga has a sampoorna aroha and avaroha, and 

there is enormous scope for alap and tans. Adding a calan: 

Aroha:S R G m P D N Ś  

Avaroha:Ś N D P m G R S  

Pakad:  NṚS mR GmP DmN D P m  R G N R S .  

W h i l e  m o v i n g  t o  t h e  T a r  S a ,  t h e  p h r a s e  P m G m D N  N Ś  N Ŕ Ś  

g i v e s  a  b e t t e r  a r t i s t i c  c h a r m .  T h e  p h r a s e  G  M  G  R  

t r a n s f o r m s  t h e  r a g a  i n t o  Y a m a n  K a l y a n .  P a  h a s  l i m i t e d  u s e  

i n  t h e  a r o h a  d u r i n g  t h e  a l a p ,  a s  i n  t h e  p h r a s e  

N R G m D N D P m  G R S. Providing the following features for Yaman:  

Aroha: N R G m D N Ś  

Avaroha:Ś N D P m G R S  

Pakad:NṚNG̣mGRNṚS 

Āochār: 

                                                           
128 Ajoy Chakraborty,“Geetinandan 2”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-28. 
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.         

SRSN ̣ṆḌḌN ̣RḌS  N ̣RN ̣G   G R m G   N ̣ R G m R G G  G R S  N ̣ R mGPmDGP 

D P m    D N D m P P D m P m m G   G R m G   P R G R  N ̣ RD ̣ S   

N ̣ R G m D N   N D P m    R G RN ̣ R S .  

m D ND   NŔDŚ   NŔŚNDNŔG ́   DNPŚm D m N D P    D P m G m  

G R m G P R G R N RD ̣ S 

Gaud ̣Sārang Rāga: This is a  Kalyan ang raga of the Sarang group. It is not 

clear why this raga is part of the Sarang family. There is no rāgang of Sarang in 

it. Ga is the vadi svara of Gaud Sarang unlike other Sarang varieties. Dha is 

used as the samvadi. Some musicians perform it in the afternoon hours while all 

other varieties of Sarang are sung during pre-noon hours. 

Gaud Sarang applies both forms of Ma like Kedar and Hamir. It also uses vakra 

Ga and Ni as in Kedar and Hamir and the main ang of the raga lies in the phrase 

G R M G. The vakra Ga is found in this phrase. Komal Ni is occasionally used 

in the avaroha. Suggesting the following Calan: 

Aroha:    S, GRMG,  PmDP,ND Ś129 

Avaroha: ŚDNP,DmPG,MR, P, RS130 

vadi, Samvadi: G, D 

Pakad:    S, GRMG, PRS131 

                                                           
129 Bhatkhande, Kramik Pustaka Malika, 4: 134 
130 ibid 
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Composition: ‘Piu Palana lagi moriakhiyan’132 in madhya layaTeental. 

Ga is used as G R M G P in aroha and as G M R S in avaroha. Dha in aroha 

appears as D P N D Ś and as D N P D m P in  avaroha. A meend from Pa to Re 

in avaroha is a special feature of the raga. Komal Ni has a weak appearance 

through the phrase ŚD n P. Teevra Ma is also weak, and therefore Gaud Sarang 

is classified under Bilaval That. Adding the following: Aroha: SRS GRMG 

PmDP NDŚ 

Avaroha: ŚDNP DmP GMR PRS 

Chalan: NṚS GRMGNṢPṆṢ MGPP MGRMG PRS 

SRGRMG PmPDPMG RGRMG PRSPPŚ ŚŔŚ ŚŔḾǴŔŚŚŔŚ NDNDP 

DmPMGNDŚNŔŚ NDPMG RGRMG PRS. N ̣RS   GRMGṆSP ̣ṆS   MGPP  

MGRMG   PRS  SRGRMG  PmPDPMG   RGRMG  PRS   PPŚ   ŚŔŚ   

ŚŔM ́ǴŔŚŚŔŚ   NDNDP   DmPMG NDŚNŔŚ   NDPMG  RGRMG   PRS. The 

ra ̄garūp of Gaud Sarang is retained vakra to restrict the flavor of related ragas 

like Kamod, Kedar, and Chhayanat. Another Calan suggests: 

Aroha: NṢ GRMG PMDMPŚ 

Avaroha: NDPm   PMG MG RMG PRS 

Pakad: S GRMG PRS 

                                                                                                                                                                                     
131 ibid 
132 Ulhās Kashalkar, ‘Rāga Gaud Sarang’, Youtube video, 16:28, July 30, 2016, 
https://www.youtube.com/watch?v=KFhv9aRYiKQ 
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Āochār: SRN ̣S SḌ P̣ P ̣S SRN ̣S GN ̣RS N ̣SGRMG PDmP MGMGRMG NDmP 

PDmPMGM GRMG GN ̣RSPDmPŚ ŚŔŚ G ́ŔḾG ́ P ́ŔŚ NŔŚ 

ŚDmP PDmPŚDmP PDmP MGMGRMG PRS. 

Another opinion is as follows:  

Aroha: SGRMG   PmDPNDŚ 

Avaroha: ŚDNP DmP   GMRPRS 

Pakad: SGRMG GMPRS Chalan: NṢ GRMG MRS PṆṢRSGMPNDPMG 

SRSPNŚNDP DPMGMRS GMPNŚŔŚ ŚŚDPMG PPRMGMRS ŚNDP ŔŔŚND

PNDP PNŚŔNDP GRMG PRS. 

N ̣S   GRMG   MRS  P̣ṆSRSGMPNDPMG SRSPNŚNDP   DPMGMRS  

GMPNŚŔŚ   ŚŚDPMG   PPRMGMRS   ŚNDP   ŔŔŚNDPNDP   PNŚŔNDP   

GRMG   ŚDNPMG RMG PRS 

Pakad: SG RMG PRS 

Typicalragaphrases: PDmP  MGRMG  DmPPND and ŚŔNŚNDPDmP. Mero 

man nandalal so atko-133 A composition compiled by Pt. Vishnu Narayan 

Bhatkhande. It is a poorvanga-pradhan raga.  

Jait Kalyān ̣Rāga: ‘Odatana dere na dim’134- a beautiful composition sung by 

Vidushi Pratima Tilakji is set in drut Teental. This is also a pentatonic raga-like 

                                                           
133 Bhatkhande, ‘Kramik Pustaka Malika’, 4: 139. 
134Pratima Tilak, ‘Rāga Jait Kalyan’, Youtube video, 11:46, Jan 22, 2018, 
https://www.youtube.com/watch?v=f5i5_KoGgsw 
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Bhoopali having Pa as its vadi svara.  It belongs to the Kalyan ang and the 

pakad is:SGPG PDPG RS PG PDG.Chalan: SGPRS SRSSSGGP PDG 

PDPR SSRSPṢRS GPPDG PPŚ ŚŔŚ ŚD́Ś GPDŚ PPDG. Pa is the vadi, Re as 

the samvadi. Some scholars keep Jait Kalyan under the Marwa That (like jait 

raga) by applying Komal Re. It helps Jait Kalyan to keep a gap from Bhoopali 

and Deskar. Sometimes a  weak Re is used in the Aroha. But most of the artists 

use Suddha Re and put it under the Kalyan That. Aroha: SRGPDŚ Avaroha: Ś 

D P G R S Chalan: S GPRS SGP PDG PDPR SRS DṢRS GPDPRS PGPŚ ŚŔ 

GPDŚ ŚP DGP DPRS. Jait is present in the poorvanga as in the phrase S PG P 

while Suddha Kalyan is seen in Ś Ŕ Ś PDP DG P in the uttaranga. Musicians 

generally perform this raga before midnight, and present the raga as: 

Aroha S PG P PD PŚ Avaroha Ś P DG P G P PR S 

vadi, Samvadi P, S or R  Pakad: SG PDPG PRS PṢ.   Chalan:   SRS PṢ GPRS 

SGP PDG PDPGRS SPGP PDPŚ ŚŔŚ ǴǴŔŚ ŚṔD́Ś ŚPDG  GPŚ ŚŔŚ PPDG 

GPD PGRS.SRS   P̣S GPRS   SGP   PDG   PDPGRS   SPGP   PDPŚ   ŚŔŚ   

ǴǴŔŚ   ŚP ́D́Ś   ŚPDG  GPŚ   ŚŔŚ   PPDG   GPD   PGRS. Jait Kalyan is a 

night counterpart of the evening melody jait. Another view has: 

Aroha S G P Ś Avaroha: Ś N P D P G RS   Vadi P (samvadi not stated) 

According to the Agra gharana view jait Kalyan is a poorvanga-pradhan raga 

where ma is totally avoided. 



P a g e  | 182 

 

It is a Kalyan ang raga with a touch of Bhoopali with jait added to it. Dha is the 

bridge between Bhoopali and Jait, as found in the phrase G P GPDP G RS. It is a 

post-sunset raga. Other points are:  

Aroha: SRS GPGPDPŚ Avaroha: Ś D P G R S  

Vadi, Samvadi: S, P 

Pakad: PG GP GPDP GRS  

Svara-Sangati: SGP PDPGRS SPGP  

Alap Phrases:1.    SP SRS PG GPGPDPGRSSP  SRS  PG  GPGPDP GRS 

2.    PGP PPŚ PG ŚŔŚ PG GPGPDP GRSGPDPŚ ŚŔŚǴŔŚ ŚPDPPG 

GPDP GRSDPPŚ ŚǴṔ ǴŔŚŚŚ PDPP  GGP GPDP GRS.PGP   PPŚ   PG   

ŚŔŚPG   GPGPDP   GRSGPDPŚ   ŚŔŚǴŔŚŚPDPPG   GPDP GRSDPPŚ   

ŚǴP ́   ǴŔŚŚŚ   PDPP  GGP   GPDP   GRS. 

Ānandī Kedār Rāga -This is a blend of rāga Nand and Kedar and forms of Ma 

are used. Other svaras are Śuddha. Kedar is found in aroha as in S M M P Dm P 

M while Nand or Anandi is in avaroha as in G M D P R S. It is a night Rāga. 

Many musicologists add: 

Aroha: SM MGP mPDNŚ Avaroha: ŚNDNmP GMDPRS Vadi, 

Samvadi, M, S 

Pakad: NDP DPM  GMDPRSM 
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Chalan: ŚNDPmP  PSSRS  SMMGP PDmPM NDP GMDPRS PDmPŚŚŔŚ 

MGP ŚDNmP NNDmP DPM GMDPRS  ŚNDPmP  PSSRS  SMMGP  

PDmPM  NDP  GMDPRS  PDmPŚ  ŚŔŚ MGP ŚDNmP NNDmP DPM 

GMDPRS. 

Chhāyā Rāga:This raga is also known as Chhaya Kalyan. The rāga is alloted to 

the Bilaval Thāta and has the following calan:  

SGRS  Dṇ̣P ̣  PṢ  RGMP MGRS PDPDnP PPŚŔŚ DnP ŚŚŔǴŔŚNDP 

RGPMGRS Dṇ̣P ̣ ṂPṢ SRGMPMG  RS135. Having Kalyan-ang, it uses both 

forms of Ma, keeping Teevra Ma weak. Many researchers perceive these two 

ragas Chhaya Kalyan and Chhaya as separate ragas. The sitar recital of Pt. 

Buddhadev Dasgupta is available on AIR and it has been recently uploaded on 

Youtube. 

The Rāga’s featuresare: 

Aroha: S RG MGPDND Ś Avaroha: ŚNDPmPGMRS Vadi, 

Samvadi: R, P 

Pakad: RGMPMGP GMRS RGMDP RGMP PmPDNDP   DNDŚ   NDPR 

GMDP   GMRS 

According to some noted performers, śuddha Ma has a gentle touch only. But 

Śuddha Ma is an important note of the raga. They also describe it as a post-

sunset Rāga and suggest the following: 
                                                           
135Buddhadev Dasgupta, ‘Rāga Chaya’, Youtube video, 1:16:56, Feb 02, 2018, 
https://www.youtube.com/watch?v=0FRwTKSA5v0&t=48s 
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Vadi, 

Samvadi: S, P 

Chalan: SGMRS DP̣Ṣ SMGP PRS RGMRS GMPPŚ ŚŔŚ    DNŚŔŚDnPPP RS 

GMRGMRS GMPDNŚDP SMGPDP PRSDP̣Ṣ 

SGMRS  ḌP ̣S SMGP   PRS   RGMRS   GMPPŚ ŚŔŚ    DNŚŔŚDnPPP RS   

GMRGMRS  GMPDNŚDP   SMGPDP   PRSḌP̣S 

Māluhā Kedār Rāga: RSP ̣ ṂPṆṢ GMP  GMRNṢ 

The three notes Pa, Sa, and Ma are not very important in Maluha Kedar. The 

Rāga moves generally in the mandra saptak. A slow tempo is best suited for this 

raga. The Ni, Sa combination with a mildTeevra Ma separates it from Kedar. 

The calan is: 

Aroha: ṂPṆṢ    RSGM PNŚ 

Avaroha: N D P MGMR S 

Chalan: SNḌP̣ ̣ṂPṆṢ    RNṢ   PṆ ̣S    G M R S  RNṢ     GMDP PGMRS 

NṢGMPNPGMP   RNṢ GMPŚ  ŚŔŚ    ǴḾŔŚ    NPPNŚ    ŚNDPG   

MDPGMRS.         SN ̣ḌP ̣ ṂP ̣N ̣S    RN ̣S   PN ̣ S    G M R S  RN ̣S     

GMDPPGMRS   ṆSGMP     NP     GMP   RṆS   GMPŚ  ŚR ́Ś    ǴḾŔŚ    

NPPNŚ    ŚNDPG   MDPGMRS. 

Some of the later views are given below. 
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It is the unison of Kedar, Syam Kalyan and Kamod. Researchers use a touch of 

Teevra Ma, as seen below: 

Aroha: RNṢ MRS MGPmDmPŚ Avaroha: Ś N D m P PGMPGMRSNḌP̣Ṃ̣PṢ 

vadi, 

Samvadi: M, S Pakad: MRS   SDP̣Ṃ̣PṆṆṢ 

Calan: SRṆS  ṆDN ̣S   SSḌP̣M ̣P̣S   N ̣RS    GMPPGMRN ̣S   ṆḌN ̣S   

P ̣ḌḌN ̣N ̣S   SMGPDmP   NNDmP    PDmPŚNŔŚ   ḾG ́ḾŔŚ   ŚŔNŚŚDmP 

mPŚŚDPMGMD    m P PGMRS. 

The Rāga is illustrated mainly in the madhya and tar saptak. The Alap taken in 

the Mandra is much suitable for the raga. Performers say that it is a combination 

of two favorite Rāgas, Kamod and Kedar. Śuddha Ni is prominent in the aroha. 

The Kamod-ang is seen in G M P G M R S. Another that ends in mandra Ma is 

S RSDP̣ḌṂ̣PṆṚS. The uttarang phrase is M P N Ś Ŕ Ś DP DM. Performers 

add the following: Pakad: SDṂ̣PṆṢRS Brief Chalan: PGMP   GM SRS   D M 

PN Ś NŔŚ   ŚDPDM   GMP  GMSRS. 

Some contemporary analysis avoids Dha in the Aroha and Ni in the avaroha. Ga 

is not so important in the raga. Other points are: 

Vadi, 

Samvadi: M, S (as given by Many musicologists) 

Pakad: NṢM MG RS RNṢDṂ̣PṆṢ 
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Chalan:  

SRS  MRṆSM   SRN ̣SM   MPM   MGRS   RN ̣SḌḌP̣   ḌṂP ̣N ̣ṂP ̣ṆS 

SM   MPDDPDMPM   MGRS  SDP DMPN NŚŔŚ  MPŚŚŔŚŚ   

NŚŔŚNŚDPDMPN   ŚDP   DMP  MGRS. 

Koheri Kalyān:̣ The calan is Bhoopali with a touch of komal ni. 

SRGPSDSDNSNDPGPGRS.The composition‘Jaye base ho tum bedesava’136-is 

set in madyalaya Teentaland is composed by Pandit Ajoy Chakrabortyji. 

 

 

 

 

 

 

 

                                                           
136 Ajoy Chakraborty,“Geetinandan 2”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-32. 
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Biha ̄g and its allied rāgs 

Bihāg: A beautiful composition ‘Ab to rata lagi mori’137 is sung by legendary 

vocalist Ustad Bade Gulam Ali Khan. The Phrase GMPmGMG2RS is a typical 

Behag ang. In Aroha, Re and Dha are avoided and Avaroha is Sampoorna 

though the position of Dha and Re  is weak. There is a glide from Ni to Pa and 

Ga to Sa. Teevra Ma is used as a vivadi svara through phrases such as NNDm 

PPGM MPMG and PmGMPNŚ in Aroha. The raga is performed before 

midnight. Here is a view of the calan: 

Aroha: SGMPNŚ  Avaroha: ŚNDP MGRS  

Vadi, 

Samvadi: G, N 

Pakad: NṢ GMP GMG RS 

The glide from Ni to Pa and from Ga to Sa touches the corner of Dha and Re. 

Researchers add that Teevra Ma, which is used as a vivadi svara, can be 

completely avoided without disturbing the Rāga  format. They give a calan 

which does not use Re, Teevra Ma, and Dha: 

MGS NP̣ṆṢ GMPMGS GMP GMPNP GMPN 

PNŚMPGMGSPNŚNPGMGNPGMGS SGMPNŚ    MPNŚSSNPGMG G M P 

M GS 

                                                           
137Bade Gulam Ali Khan, ‘Rāga Behag’, Youtube video, 30:33, Feb 06, 2011, 
https://www.youtube.com/watch?v=5dE6goFUrAw 
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MGS   ṆP̣N ̣S   GMPMGS  GMP  GMPNP  GMPN  PNŚ  MPGMGS 

PNŚNPGMG   NPGMGS   SGMPNŚ    MPNŚS    SNPGMG G M P M GS 

According to some scholars, Teevra ma is necessary to preserve the Rāga’s 

originality. Researchers point out that many Dhrupad singer neglected Teevra 

ma but Khyāl performers acknowledged it as a significant swara of the Rāga. 

Behag has the following features: 

Aroha: NṢGMPNŚ 

Avaroha: ŚNDPm GMG   RNṢ Pakad: NSGMPm  GMG RNṢ 

Chalan:  

SRSN ̣   ṆSG  SGMG,    P̣N ̣SRN ̣SG   SGPmGMG 

GMDmP   PmGMG  GMPNDmP  PmGMG  SPmGMG  RN ̣S  GMPN   

PNŚ ŚŚNDPm   GMPNŚ    PNŚǴR ́Ś    NŚŔNŔNŚ  NDmPmGMG   

SPmGMG   RṆS. 

Some other features are as follows: 

Aroha: NṢ G M P N Ś 

Avaroha: Ś N D P mGMGRS Pakad: NSMGP PmGMG RS Chalan: 

PGMGRSṆSGMGGMPND PmPGMPM   GRSGMPNŚ    NDP PNŚǴŔŚ 

ŚNDmG MGRS. 

Teevra Ma, is used as a vivadi with a kan(touch) as in P mG M G. Sometimes 

chromatic forms of ma are used like P m M G.According to some performers, 



P a g e  | 189 

 

Teevra Ma reduces the pureness of the Rāga.Another view of the structure of 

the Rāga  is as follows: Aroha: SGMPNŚ 

Avaroha: ŚNDP GMG RS Vadi, 

Samvadi: G, N Pakad: PGM G Chalan: SMG GMP   GMGRS DGMGRS 

N ̣ḌP ̣GMGRS GMPNDP   PGMGRS GMPŚ   NDPDGMP GMG RS 

Critics say that bihag ang is found in the antara of several compositions. It has 

proximity with several other ragas. It is a pleasant Rāga, and its simplistic calan 

is preferred by many musicians. 

More views are given here. According to some performing artists, as long as Ga 

controls the alaps, Teevra Ma remains weak. When Pa becomes powerful, 

Teevra Ma starts unfolding its character. Researchers present two varieties of 

Bihag. The variety with both Śuddha and Teevra Ma are as follows: 

Chalan: SMGP mGMG GRS SGMP 

PGM GP PmGMG SGMP DmP GMGRS PNNS PNŚ$NDP NDPmP 

PDmPDMP GMG GRS 

The variety which omits Teevra Ma totally is referred to as Śuddha Bihag, with 

the following features: 

Calan:  

SGMGRS 
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N ̣SRSNP̣N ̣S   MGP  GMPD  GMG GMPNDP   DGMG PMGMPNŚ 

ŔŚNŚŔŚN   NDP DGMG GRS 

Bihāgadạ̄ Ra ̄ga: ‘Raina dina Kaise kate ri daiya’138- A madhyalaya Teental 

bandish composed by pandit Ajoy Chakraborty. This is a unique variety of 

Bihag. Researchers find two varieties of Bihagda, both having Bihag ang. The 

first variation is obtained by combining Komal Ni to Bihag. The second 

variation has Teevra Ma in Bihag. Both the variations are blended in the 

following manner: 

Aroha: NṢ GMPNŚ 

Avaroha: Ś N D P nDPmMGRS 

Chalan 

Phrases: S G G M n D M 

PmGMGRSRSN ̣ PṆṢ GM nDP DPm GMGPmGMGRSSGMP nDP PDNP 

DPm   GMPm GMGRS. 

S G G M n D M 

PmGMGRSRSṆ  P ̣N ̣S  GM nDP  DPm  GMG    PmGMGRSSGMP   nDP 

PDNP   DPm   GMPm   GMGRS. 

Musicologists accept both forms of Ni while the rest of the svaras remain 

Śuddha. Some musicians utilize both forms of Ma. Re and Dha are dropped 

                                                           
138 Ajoy Chakraborty,“Geetinandan 2”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-61. 
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from aroha. The Rāga is allotted to the pre-midnight hours. Further points are: 

Aroha: N ̣S G M P N Ś Avaroha: ŚNDP nDP DGMGRS. 

Vadi, 

Samvadi: G, N 

Pakad: nDP DGMG RS Chalan 

Phrases:  

SRSN ̣   P ̣ṆS  SG  GPM  PGRS   SGMPM   MPG   GMPNDP   PnDP 

DpMPG   MGRS  PDPPNNŚ  ŚŔŚNDP   PDnPnDP  DMPPG   PMPGRS. 

Aroha: SGMPDNŚ 

Avaroha: ŚnPDmPGRS 

vadi, 

Samvadi: M, S. 

Pakad: GMPDŚnDPD   GMRS   DPMGRS 

Alap 

Phrases: GmRG MPPMGRS  ṆSm G G mnDPGmRG 

GMPNDPPD ŚnD  PGMRSGMPNŚG ́ŔŚN NP DNPM GMRSṇSGM PNŚ 

GMPDNGGMRS  

Bihagda is considered as a simple raga where Komal Ni is added to the calan of 

Bihag. There are some variations between the two. Bihag is an arohi Rāga 
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whereas Bihagda shines in the avaroha and there is a weightage on Ma as in D 

M G R S. In Avaroha, Teevra Ma is sometimes applied between two Pa-s. 

Performers present the following: Pakad: PnDP DM GRS Chalan: SGMP   

DMGRS   PDMP ŚNDP MDM GRS NŚŔŚŚNDPGM PPDnnDP. 

SGMP   DMGRS   PDMP   ŚNDP   MDM   GRS  NŚŔŚ   ŚNDPGM   

PPDnnDP. Some compositions totally avoid Teevra Ma, while others use 

Teevra Ma in combination with Pa. 

Researchers say that presently Teevra Ma is avoided in Bihagda. Eminent 

performers present the following features: 

Aroha: S G M PN Ś 

Avaroha: Ś NDP DnDP GMGRS 

Pakad: GMPDnDPMG MG  MPM  PGRS 

Chalan Phrases:SṆSG   SṆP ̣N ̣SGRS  N ̣SGMPM  PGRS NNSGS GMP 

GMPDnDPGMG    GMPDMPŚ   PNŚŔŚ   NŚ   ǴŔŚ   ŚŔŚNP   PDnDnDP   

G MPD   MPGMP   MPGRS. 

Sāvani Rāga:‘Manata nahi aba mori bat’139- a masterpiece sang by Pandit 

Ulhas Kashalkarji. It is said that Mehboob Khan Daraspiya created this Rāga. 

Scholars classify this raga under the Bilaval Thāta. Researchers add: Aroha: 

SGMPNŚ 

                                                           
139 Ulhās Kashalkar, ‘Rāga Sāvani’, Youtube video, 22:02, Sep 16, 2016, 
https://www.youtube.com/watch?v=bBHI5sLnTWU. 
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Avaroha: Ŕ Ś N D Ś N P GPMGRS GS 

Vadi, 

Samvadi: S, P 

Chalan: SGMP  ŚPG GGS SGGPM GRSRS NḌṢRS NṆP̣ṢSSGM PPNŚŚ 

PNŚŚǴŔ ŚŔŚ   PGMPŚ   PMGS PNNŚŚ   ŚŚND ŚŔŚNDŚN PG GPM  GRS. 

SGMP  ŚPG   GGS   SGGPM   GRSRS   N ̣ḌSRS  ṆN ̣P ̣  SSSGM PPNŚŚ   

PNŚŚG ́Ŕ  ŚŔŚ   PGMPŚ   PMGS   PNNŚŚ   ŚŚND  ŚŔŚNDŚN  PG GPM  

GRS. Some observations are available from music researchers: They relate the 

raga with Savani Kalyan. Researchers say that since compositions in Savani 

Bihag are not readily accessible, it is hard to draw any conclusion on the Rāga. 

According to a different view, the Rāga eludes Dha totally and drops Ni in the 

avaroha. 

Māru Bihāg: ‘Tadapa tadapa biti jata raina dina piya bina mora’140- a 

madhyalaya Ektal bandish composed by Pt. Ajoy Chakraborty. This is a popular 

concert raga and is also used by composers and film makers.  It is a 

contemporary raga having Teevra Ma as a regular svara.  

Some scholars put Maru Bihag into the Bilaval That and advise the measures 

that can evade the flavor of Kalyan ang ragas. They recommend phrases such as 

SGMND PmGGR and S S R S Ṇ to prevent the Kalyan ang. They also 

recommend Teevra Ma in the Arohi phrase  S M G m P and the Avarohi  m G G 

                                                           
140 Ajoy Chakraborty,“Geetinandan 2”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), 16. 
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R S. In avaroha Teevra Ma is used with Ga as a kan svara. The phrase R S N is 

often used to enhance the beauty of the raga. 

Other details are– 

Aroha: SGM GmP mP GmPNŚSGM GmP mP GmPNŚ 

Avaroha:  S NDPmGRS  Ś NDPmGRS   

Pakad: 1. mGGRS RSNṃGGRS RSṆ 

 2. SMG GmPmmP. SMG GmPmmP 

Chalan:  SRSN ̣ SGMGGmPmP  NGGRSSNG̣MN DPmG 

ŚNDPmG DPmGGRŚS G MPNŚ ŔŚND mmGGRS.  

SRSN ̣SGMGGmPmP  NGGRSŚNDPmG  DPmGGRŚS G MPNŚ ŔŚND 

mmGGRS. 

This is a Kalyan Tha ̄t raga sung with the Bihag-ang. Bihag-ang lies in the 

Aroha and Kalyan-ang in the avaroha.  

The following features are presented: 

Aroha: SMG GmP PNŚ SMG GmP PNŚ 

Avaroha: ŚNDPmG mGRS RNṢŚNDPmG mGRS RṆS 

Vadi,Samvadi: P, SP, S  
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Pakad: SMG GmPNDP mGRSSMG GmPNDP mGRS 

Aochar: SRSN ̣ SMGSmGmPmGP PmDPmG PmG GmPNNDP m 

DPDPmPmG SmGPmG mGRS.  

SRSN ̣ SMGSmGmpPmGP PmDPmG PmG GmPNNDP m 

DPDPmPmG SmGPmG mGRS. 

GmPDmPNŚNŚ ŚŔŚŔŚN ǴŔŚ ŔŚN NDP PDmPNDPmG SMG NDmG 

mGRS.  

GmPDmPNŚNŚ ŚŔŚŔŚN ǴŔŚŔŚN NDP PDmPNDPmG SMG NDmG 

mGRS. 

With the following: 

Aroha: SGMG mPNŚ  SGMG mPNŚ 

 Avaroha: ŚNDPmP GmGRS  ŚNDPmP GmGRS  

Vadi,Samvadi: S, P S, P 

Pakad: SRNṢ SMGmPNDPmG mGRS SRN ̣S SMGmPNDPmG mGRS 

Chalan: SMG mGRSGmPmPGmRS PṆṢ MGmGRS NDPmP 

GmGRS GMPNŚ NDPmMG GmPmP GmPNŚ ǴŔŚ GmPmP SMGmPMG 

mGRS. 
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SMG mGRSGmPmPGmRS P ̣ṆS MGmGRS NDPmP 

GmGRS GMPNŚ NDPmMG GmPmP GmPNŚ ǴŔŚ 

GmPmP SMGmPMG mGRS. 

Sāvani Rāga-Bihāg ang̣- ‘Jane akala sab’141- a traditional composition set in 

madhyalaya Teental has a strong Bihag-ang. It is assigned to the Bilaval Thāta. 

Savani exhibits the vakra form of Bihag such as PDM MPG and MPMPG. 

Researchers present the structure of this night Rāga  as : 

Vadi, 

Samvadi: P, S 

Pakad: GMPŚP PDM MPG MPMP  GRS 

Chalan:  

SRSN ̣ḌP  P ̣ṆS  SG  M MPM  PGRS  SRN ̣SṆ  SGMG  GMP  PDPDPM  M 

P M P   PG  GMPMPGRS   RSṆḌN ̣P̣   P̣S   GMPŚP   DPM  PDMPŚ   

ŚǴŔŚ  ŚM ́ǴŔŚ  ŚR ́ŚP   DPM   MPMPGRS  RSṆDP̣  P ̣ṆN ̣S. 

Arohi phrase,  GMPNŚ shows the identity of Behag in Savani.  Svara Sagati 

DPM MP M PG RS sounds elegant in this raga. Some notes are used with kan 

Svaras likePD MP GM. Performers acknowledge the svara sangati SPṆṢ as an 

important catchphrase of the raga. They add the following Aroha: S G M P Ś 

Avaroha. ŚP P D M P  G  M p M P  GRS 

                                                           
141 S.N Ratanjhankar, ‘Raga Savani-Behag ang’, Youtube video, 07:24, Dec 19, 2012, 
https://www.youtube.com/watch?v=cRbZW0msZkk 
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Pakad SG MP M P GS Chalan: S G M P MPMP GS D P MP MP GS SPṆ ̣S SM 

GPMP GS PNŚǴ  ŔŚ PDP M P M PGS 

Scholars of the contemporary period have another view. Both Savani and Bihag 

drop Dha in the aroha and have Ga as the vadi and Ni as the samvadi. Bihag 

applies Dha and Teevra Ma in the Avaroha. These features classify Bihag from 

Savani. Some musicians apply Dha and Re in Savani. Continuing with the 

following data: 

Calan: S N ̣N ̣S G RS N ̣S P NṆṢ G G M P M PG RS G G M PM PG S 

PGMP PN NŚ ŚP PMPGSGMPMPGRS RNṆṢSP ̣PṆṆṢGGM SGMPMPG RS. 

There are two versions of Savani. One of them has the following features: 

Aroha: S G M P N Ś Avaroha: ŚNDŚNPGPMGRS 

vadi, 

Samvadi: G, N 

Chalan: N ̣ S G MPN N D Ś NPGP MGRS NḌṢRS NP̣ ̣ SMG PNŚ ǴŔŚŔŚ 

PMGS. 

Savani normally applies Śuddha svaras only. 
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Bila ̄wal and its allied rāgs 

Alhāiyā Bilāval Rāga- Compositions such as ‘Ladli Lal phul’, ‘Rab ṡo neha 

lagao re manva’142- This is a morning raga which has many similarities with 

Śuddha Bilaval. These two ragas use only Śuddha svaras and have the same 

vadi and samvadi. Traces of the name Alhaiya is found in the books of Pandit 

Lochan and Hridaya Narayanadeva(16th Century AD). Komal Ni is used as   Ś 

DnPDP, a vivadi svara in Alhaiya Bilaval. Dha is used as GP NDNŚ with a touch 

or Kan in Suddha Ni. Ga, Pa and vakra Ma are important svaras in Allahiya 

Bilawal.  Experts present the following: 

Aroha: SRGRGPD NDNŚ Avaroha: ŚNDP  DnDP MGMRS 

Vadi,Sam vadi: D, G Pakad: GRGP DNS.  

Aroha: SRS  GRGP  DNDŚ  Avaroha: ŚNDP DnDP GMPMGRS  

Pakad: PNDNŚDnDP  MGMR  GMPMGRS 

Calan: NṢ GMRGP nDP GMRGP NDŚ  nDnDPGMR nPMN ŚŔNŚ nDP 

NDNŚ  GMGPŚ ŔNŚ DnDPDPGMR GMPMG RS Ś̄DPDnP MGRGP NŚ 

DnDP  MGRS. Musicologists’s views are in line with that of Bhatkhande’s. 

Researchers suggest that kan svaras may be used to enhance the appeal of the 

Ra ̄ga. This is brought out in the description below: 

 

                                                           
142 Ajoy Chakraborty, Kaushiki Chakraborty, ‘Raga Ālāhiya Bilāwal’, Youtube video, 04:54, May 3, 2017, 
https://www.youtube.com/watch?v=DiFFp-0cLPY. 
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Alap: 

SḌṇP ̣  SN ̣ḌN ̣S  SGRG  GPMGMRS  SGRG  PGRPGP  PGPD nDP PNDNS 

GPDNŚ 

Deśkār Ra ̄ga: ‘Devi prasad dije apni janan ko’- A Miya Tansen composition is 

set in Surfakta tal and is sung in fast madhyalaya. A morning Rāga with five 

notes( pentatonic), just like Bhoopali. Deskar falls under the Bilaval Thāta 

whereas Bhoopali under the Kalyan Thāta.  

Deskar is an Uttaranga pradhan raga while Bhoopali is Poorvanga pradhan. 

Nyasa on Dha should be cautiously used to prevent the shadow of Bhoopali.  

Other main features of Deskar are: Aroha: SRGPDŚ Avaroha: ŚDP GPDP GRS 

Vadi, Samvadi: D, G Pakad: DP GP GRS. 

Experts choose Re as the samvadi and Pa is the nyasa(hold) svara. Pa-Re 

alliance classifies Deskar from Bhoopali. There are many similarities between 

Deskar and suddha dhaivat Bibhas, but the komal re-separates it from Deskar. 

Presenting Deskar as an uttaranga- pradhan Rāga, further details are: 

Aroha: SRGP DP Ś 

Avaroha: ŚDP GPDP GRS 

Vadi, Samvadi: D, R 

Chalan: SDDS SRGPDP 
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DPGPGRS DDP GPDP PGPD DDP D Ś D P DP DP G PD Ś DŚDP 

ŚŔŚDPŚDP ǴŔŚŔŚDŚDP GPDPGRS 

SDDS SRGPDP 

DPGPGRS  DDP  GPDP  PGPD  DDP D Ś D P DP DP G PD ŚDŚDP 

ŚŔŚDPŚDP  ǴŔŚR ́ŚDŚDP  GPDPGRS 

Researchers suggest Śuddha Dha as the vadi svara of Deskar with Śuddha Ga as 

the samavadi. But the samvadi suddha Ga should be cautiously used otherwise 

Deskar will be pushed towards Bhoopali. Preferably, a rest can be given on Pa 

to avoid the essence of Bhoopali. In Bhoopali, the presence of Pa is limited. 

These variations in the use of Pa differentiate the two Rāgas.  

 Designing a halt in the alaps on Pa is essential to produce the Rāga swaroop of 

Deskar. Many musicologists provide the following phrases as examples: 

PDGPPDŚDP ŚŔǴ P DG P. Researchers advise that the phrase G R S RD S be 

recited pleasantly in the terminating stages of Rāga illustration. With this 

explanation experts present the following: 

SRSḌP ̣SḌS RḌS   SGRGRS   RḌS SRGP  DGP   PD ŚD ŚDP   DGP  PGRSRḌS   

PGRS   DGPŚ   DPŔŚDŚDP   ǴŔŚŔŚDP   DGPGRS 

GPDŚR ́D Ś  ŚŔŚR ́ǴŔŚDŚ   DŚRŚD  PGPDŚ  DDŚDŚDPDGP GPGPDPG   

PGRSRḌS. 
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Researchers observe that the Re and Dha of Deskar is one sruti lower than the 

Re and Dha of Bhoopali. Other points are:  

Chalan: SG GP PDDGP GRS PPDDP G PDGDDŚDP DGPGR   SSRGPDGP. 

SG  GP  PDDGP  GRS PPDDP  G PD   GDDŚDP  DGPGR   SSRGPDGP. 

Researchers define that the kan swars are used as ŚD and PG in Bhoopali, but in 

Deskar we find SD SD P PG PG R G. In this phrase Dha and Ga are raised by 

one Sruti each from their normal position. Some performing artists suggest SG 

and GP instead of SRG and RGP. In the uttarang phrases P D P Ś and G P D P 

Ś are applied to overcome Bhoopali. Researchers add the following:  

Calan: SG GP P D PD P PDGP GPDP GS SPDPDP PDPŚ ŚPDGPGRS.Suddha 

Re is present as a kan svara in this raga. 

Durgā Rāga: ‘Jay Jay Durge Jay ma Bhavāni’143 - A variation of Durga of the 

Bilaval ang. It is a pre-midnight Rāga with svara-combinations DM RP and RD. 

The four Rāgas Durga, Śuddha Malhar, Sorath and Jaladhar Kedar have close 

resemblance. Excluding sorath, the other three have the same Aroha and 

Avaroha i.e omitting Ga and Ni. For example: 

Aroha: SRMPDŚAvaroha: ŚDPMRS 

Vadi, 

Samvadi: M,S 

                                                           
143 Ajoy Chakraborty,“Geetinandan 1”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004),49. 
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Pakad: PMP DMR P ŚD ŚŔPD MRS 

Chalan: PMP DMR RS Ś D Ś 

ŔDŚ PD  MRP MPDŚ ŚŔDŚ ŚŔḾŔDŚ   PDŚDMR  ŔDŚ PDMRP 

PMP DMR RS Ś D Ś 

ŔDŚ PD  MRP  MPDŚ  ŚŔDŚ   ŚŔM ́ŔDŚ   PDŚDMR  ŔDŚ  PDMRP 

Though pre-midnight hours are ideal for this Rāga, it is also performed during 

the afternoon. The following features show: 

Pakad:    P MPDM MRPPD M RSChalan: SDṢR PDMPMPDMRS SRS 

DDMRP RPDM MMPŚ ŚŔḾŔŚ MPŚ ŔŔDŚ ŚD ŚŔŚP DM PMPDM MRP 

PPM SRS. SḌSR PDMPMPDMRS  SRS DDMRP  RPDM  MMPŚ  ŚŔM ́ŔŚ   

MPŚ  ŔŔDŚ  ŚD  ŚR ́ŚP DM PMPDM  MRP  PPM SRS. 

Scholars recommend phrases such as D M R SRM RM PD and MPDM with the 

repeated use of R P MR with meend.  

Durga: SRDṢ RMPDMRP MPDMRS RD ̣SSRḌS RMPDMRP MPDMRS RḌ 

S 

Śuddha Malhar :SRSM MMPDM PDMPM SRS, Jaladhar Kedar: SRSM M M 

P DM P DM P M S R S. 
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Chalan: SRḌS SRMP DMRP MPDM RMRSD ̣S DM PDŚ 

ŔŚDP DMRPMPDMRSRḌS Composition: ‘Devi durge dayani daya karo’ 

in Teental. 

Khokar Ra ̄ga- ‘Aj ananda mukha chanda’144- a Jaipur-Atrauli gharana 

composition  sung by legendary vocalist Late Vidushi Kishori Amonkarji is a 

very rare one. Khokar has similarities with Kukubh Bilaval. Researchers give 

the following points: 

Vadi, 

Samvadi: S, P 

Pakad: MPMG GRGS RRS SSRS  RnḌP̣S 

Chalan: MM  MPDŚ  ŚDŚ ŚŔǴŔŚn DnDP ŔŚnDP SRGS  

A specific use of ni with an avarohi Ga are important features of the 

raga.Scholars add: 

Phrases: DnGR P GR R g R S nḌP̣P̣P̣ ̣MGGR Scholars suggest pre-noon hours 

for this Rāga . 

Lacchāsākh Ra ̄ga:This is a Bilaval-ang Rāga that uses both forms of Ni with 

Dha as the vadi and Ga as the samvadi. This characteristic is the hallmark of the 

Bilaval-ang Rāgas. The typical phrases are: 

                                                           
144Kishori Amonkar, ‘Raga Khokar’, Youtube video, 44:28, Dec 20, 2016, 
https://www.youtube.com/watch?v=F6FxH_lf9GU 
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Pakad: PMG RPMG  DNŚ NDP MGMRS Chalan: PMG MPMG MRS SRG  

MnDP MGMRSŚNDP MGMRS SMGPP DnDP  MGPPDNŚŚNDNS 

ŚNDDPŔǴŔŚ ŚŔNDPDMG RGMP MGRS. Though there is a prominent 

Bilawal ang in the Avaroha, many experts find a shadow of Gaud sarang in 

Lachhāsākh, and therefore the Rāga is put under the Bilaval Thāta. Further data: 

Chalan: S G M P P P D N D P GPM GRGRS S G PMG MnD P MPMG 

nnD PNDNŚ ŔNŚ ǴḾG ́ŔŚPGM P GMGR GRS 

A presence of Jhinjhoti is noticed in this raga. Researchers add the 

following:  

Chalan: SḌP ̣S SGMPGRGM PDGM DnDP GMPMGR GRS PP NDNŚ 

SŔǴŔNŔŚ ŚŔDnPM GRGPM GPMGRS 

The arohi suddha Ma and the avarohi Śuddha Ni both are limited in the raga. 

It applies the combination of notes such as GP DM DG, ŚDnP, and GMRS. 

Another calan are as follows:  

Chalan: GRGP PDnDPM PDMGRGPMGMR ŚŚDDnP G P D N Ś ŚnDPPGRG 

PMGMRS PPŚŚ ŚŔŚǴM ́ŔŚŚ n D PDNŚ DnPMG RGPDMGMRS  

Kukubh Bilāval Rāga - The aroha and avaroha are presented as SRGMPŚn 

nDPMMGMRS with RMD swar combination. Use of Ga is limited. Kukubh 

Bilaval can be vocalized in two ways: Rāga Alhaiya Bilawal with Jaijaiwanti 

and the other one is rāga Alhaiya Bilawal with Jhinjhoti.  
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Kukubh Bilaval needs a skilled approach as the execution rules are not 

transparent. The raga has all Śuddha svaras with Komal Ni which is 

occasionally used. Dhaivat is used as in D n D P M PMG MRS. 

The avaroha has strongBilaval-ang. Re, Ga, and Ma are oscillated(andolita), and 

a presence of Rāga Jaijaiwanti is found in the aroha. There is no komal ga. It 

can be concluded saying that Rāga is a blend of Alhaiya Bilaval and Jhinjhoti. 

According to Experts its features are as follows: 

Aroha: SRPMP DNDŚ Avaroha: ŚNDP MPMG MRS Vadi, 

Samvadi: R, P 

Chalan:  

SRR  MP PP  MGRG  MP  nDP  DMG  RGS   ṆS  N ̣ḌṆḌP ̣  S R PM 

PDMGRGS  PDND  NŚ ŚŔŚ  n D P MGRG  MP  MGRGS 

Many musicologists call it Kakubh Bilaval. shadow of  Jaijaiwanti- ang is found 

in the poorvang, as in RGMRSR SḌṇP. 

Researchers add the following: 

Chalan: S R Ṇ S SḌ P̣ P̣N ̣Ḍ Ṇ S  GR  GRS   SRGMGMR  PGP  DPM   GR 

GPDN  ŚDP   NDNŚǴŔǴŔŚRDnDP   D P M G MR  GR S. 

Agra gharana has the following calan: 
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SGM  MGP  PDMG   nDPMG   GRGS  GGMM   P SG   GMPM GPMG   

GRGS Antara: SGM  GP   PPŚ  ŚnDP  PPŚŔŚ  GMG  MPMGRGS GP   

PNDNŚŔŚŚ   ǴRǴ Ḿ G ́ Ŕ ǴŚ    GMGMP  ŚnDP   MGMPMMG  GRGS. 

Sarparda Bilāval Ra ̄ga - ‘Ye to manva na rahi humara’- 145According to 

experts, Sarparda is Śuddha Bilaval as it applies only Śuddha svaras. It is 

allocated to morning hours, and has touches of four ragas namely Alhaiya 

Bilaval, Bihag, Gaud and Yaman. Prominent svaras are Sa, Ga, Pa, and Dha. 

Further points are: 

Aroha: S RGM DP ND NŚ Avaroha: Ś NDP MGMRS vadi, 

Samvadi: S, P Chalan: S R G M D PMGMRS GMDP SRG MRS SRG GRG 

MPMG RS GMPMG MRS.S R G M D P 

MGMRS GMDP SRG MRS SRG GRG MPMG RS GMPMG MRS 

The identity of Bilaval is revealed in its avaroha. The rāga also has the Bihag-

ang. Other points are: 

Aroha: SRGM DPDNŚ Avaroha: ŚNDP NDP DPM G M RS 

Chalan: SRGM  DDP  PMP  MG  GMDP   DPDMG   MPMG  RRS  ṆS   

P ̣ḌN ̣S   G RGM   P GMRS  MP   DnDP   DPNDNŚ  NDP  MPDŃS   NDP   

DDPMP   MGMRS. 

                                                           
145K.G Ginde, ‘Raga Sarparda Bilawal’, Youtube video, 03:23, July 04, 2013, 
https://www.youtube.com/watch?v=vCxLEVdaPCY. 
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Many musicologists prefer the name Sarparda Bilaval as they accept the 

presence of Alhaiya Bilaval in the uttarang. Other points from them are:  

Pakad : DnDPM GR GRS Chalan: SGRGRS RGM MPMGR PGPD 

GRGM GPDnDP DPM G P D N ND N Ś ŚND n D P MGPDnDPMGM GR 

RGRS. 

Researchers opine that  Ni can be used in any form (either in Śuddha or komal) 

as in GMDP DNPorDnP. It can also be dropped as in the phrase SDP M G M R 

S. Researchers advise that phrases such as D N D P or D n D P should be 

cautiously used. Many contemporary musicians consider Sarparda and Sarparda 

Bilawal as the same raga. 

A more recent view is available from experts:  Dha and Ga is considered as 

essential svaras, and therefore they are taken as vadi and samvadi, respectively. 

Further points are: 

Pakad:    SRGM MDDPGMPMG MRS 

Chalan:  

SN ̣ḌṆS   RSRGM   MDDP   GMPMG   GMRSSRGM MDDP PNDNŚ   ŚDnP    

ŚŔŚŚG ́ŔŚ  ŔǴM ́ǴM ́ǴḾŔŚ   NDNŚ  DnPGMPMG  DMPGMRG  

MnDPGMPMG   PMGMRS. 
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Nat and its allied Rāgs 

Śudh Nat Rāga  ‘Lagi tose naina’- A traditional composition set in drut Teental 

is sung by many North Indian vocalists. Nowadays scholars accept Nat and 

Śuddha Nat as two different Rāgas.The earliest trace of this raga is found in 

17th-century, text Sangit Parijat of Ahobala.  

 Combined ragas or jod ragas of Nat such as Chhayanat, Nat Kedar, Nat 

Bhairav, Nat Bihag, are often sung in concerts nowadays and are favorite 

among musicians. 

Some musicians think Nat and Chhayanat as the same ragas. This is mainly 

because there are no rigid rules for performing this beautiful raga. The vadi and 

samvadi of Nat is taken as Ma and Sa respectively. Ga and Dha are vakra in 

avaroha, and Komal Ni is occasionally used in avaroha. Pre-midnight hours are 

ideal for this Rāga. The calan is: 

Aroha: SGM PM PDNŚ Avaroha: Ś DN P MPMGM SRS 

Vadi, 

Samvadi: M, S 

Pakad: SGM PGM RGMP  MGMRS 

Chalan: SGRGM PM GMP Ś    DNPMGR GMP SRS PMGM PMP  DNŚNDnP 

Ś M P ŚDnPMP MGM RGMP SRS.  SGRGM   PM   GMP Ś    DNPMGR   
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GMP   SRS   PMGM    PMP  DNŚNDnP    Ś M P Ś    DnPMP   MGM   

RGMP  SRS 

Two more views are given below: 

Calan: SGGM ŚnDPMGMRṆS RRGGM   MPMGMRṆS    MS̒nDP 

MMPNS̒S̒nDPDPM GGM  GMRS.  Some other views are: 

Chalan: SGMP DP MGMR RGMP   DNṠnDnP DMP MGMRS.Komal Ni and 

suddha Ni are used in the avaroha scale only. 

Nat Nārāyan ̣ Rāga: Another name is Nat Narayani. Musicologists allot it to 

the Bilaval Thāta. Suddha Ni is found in the vakra form as P N D Ś during 

ascending and Ś D N P during descending. Re is totally excluded in aroha. 

Further points: 

Aroha: SRS MGPMP NDŚ 

Avaroha: ŚDNP MGMRS vadi, 

Samvadi: M, S Chalan: SMGMGP MGMRS SRSM   GPMPNDŚ DNP M P N 

D Ś DNDŚ DNP MGMRP MGMRS.   SMGMGP   MGMRS   SRSM   

GPMPNDŚ  DNP   M P N D Ś   DNDŚ   DNP   MGMRP   MGMRS. 

Scholars provide the following:    

Aroha: SRG MPDPŚ 

Avaroha: ŚDPGMSRS Pakad: SRS PDG ŚDPRGMP GM SRS. 
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Nat Bihāg: The rāga possesses Nat- ang in the poorvanga and Bihag ang in the 

uttaranga. 

A detailed view as available from scholars are as follows: 

Aroha: SRGMP PNNS̒             Avaroha: Ṡ N D PGMnDPMG PMGRS 

vadi, 

Samvadi: P, S 

Pakad: GMnDP PMG RGMP MGRS 

Alap: 

SRS N ̣ DP ̣   PNṆṢSRG GMPMG RG MRS PṆṢR RG MP MG PDMPNŚ  

ŚŔNŚNDP PNDP DMGM PMGR SRNṢ 

SRS N ̣DP̣   PṆṆS    SRG  GMPMG  RG  MRS   P̣ṆSR   RG   MP  MG 

PDMPNŚ   ŚŔNŚNDP  PNDP   DMGM   PMGR  SRṆS 

GMPNNŚ PNŚǴŔŚŔǴ ḾṔḾṔǴŔŚ ǴŔŚ ŚŔNŚNDP PNDP PDmPMG 

GMnDPPG M G RGMPM PG MR S R N ̣S. 

GMPNNŚ PNŚǴR ́Ś ŔG ́ M ́ṔM ́ṔǴŔŚ ǴŔŚ ŚŔNŚNDP PNDP PDmPMG    

GMnDP     PG M G    RGMPM PG    MR S R N ̣ S. 

Some musicians use Teevra Ma as a vivadi svara with both forms of Ni but 

some are against it. 
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Calan: MnDPP MPDP   MGGMP   GMRGMG RS NṆP̣ ̣  PṆṢR   NṢRG RG M 

P G M R G. 

Some other features:  

Calan: RGMP GMG MGR NṢ NṢṆḌP̣ ̣ SRS RGMPGMGMRS GMPNṠ 

ŚĠṀĠṘNṠRGMP GMG MGR ṆS N ̣ṢN ̣ḌP ̣ SRS RGMPGMGMRS GMPNṠ 

ṠĠM ̇ĠṘNṠ 

The phrase S R R and G G M brings the shadow of Nat-ang while GMP G M G 

points Bihag-ang. The two svaras Re and Ga are used as in S GR GR G RG M, 

which is a typical Nat ang. Komal Ni is seen in the phrase G M n D P and 

Śuddha Ni is observed as MPN PNSṘṠN ǴŔŚN Ś S̒R̒S̒N.Experts add: 

Chalan: SNṆṢ NṢGRS NP̣P̣ṆṆṢ SRRGGM PGMG SR RG GM nDP GMG 

MGRS GMPNNṠS ̇NNP GMnDP SRRGM PMG RS  SN ̣ṆS  N ̣SGRS  

N ̣P̣P ̣ṆN ̣S  SRRGGM  MGRS  GMPNNṠ  Ṡ   NNP GMnDP  SRRGM   PMG  

RS 

In another view Re and Dha are dropped in Aroha while Dha is applied as vakra 

in avaroha as N P D M P. Sometimes Ga is also used as vakra as in G M R S. 

Chalan: ṆSGMGRS  GMPN  S̒NPDMPMG RS NSGMGRGMP 

MGMPNṠG ̇R̒Ṡ   NPDMGRS  RPMGMPNṠNP  MGRS. 
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Khāmāj and its allied Rāgs 

Campak Ra ̄ga: Sung after sunset, the raga is allocated to the Khamaj-ang and 

the four svaras Re, Ga, Ma, and Dha all are used in its suddha form except Ni 

which is applied in both the forms. The avaroha is vakra and the calan is M P G 

RS PDM PGRS. Here RS is an important combination. 

The Nyasa on arohi Ni should be continued as in GMPDNNDŚ to prevent the 

door of Gaud Malhar and hence Ni can also be used as MPDNŚ. 

Giving the above data, musicologists add: 

Aroha: S RG M GMPDNNDŚ Avaroha: Ś Ŕ n D PM MP PG RS R S Vadi, 

Samvadi: M, S 

Pakad: S RM PD M PG RSRS Chalan: S Sṇ Sṇ ḌS SRM PG RMPD   PM   

DDPMPMGM   GMPDN   ŚN  ŚN   DŚ  Ś  Ŕn   NŚ   ŚD   PM  DŚ Ŕ Ǵ ŔŚ   

ŚŔǴŔŚ  n  NŚ  ŚD M    MPDMPDM   PG R S R S 

Omkarnath Thakur made the raga popular. The raga uses vakra Ga and Ni in the 

aroha and vakra Re in the avaroha. It may be noted that experts use only Komal 

Ni.Some experts suggestthe following aroha and avaroha using only komal ni: 

Aroha: SRMP GMPDn nDŚ 

Avaroha: ŔnŚDnPDMPGS SRGS. 
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Deś Rāga ‘Badar ghir ayi’146- A popular, light Rāga under the Khamaj ang. 

According to performers, Des avoids Ga in aroha but uses it as a touch 

note(kan) in avarohi glide as MGR(Ma to Re). Stay on Ga is never 

recommended in this raga. Some examples are given below: 

Aroha: S R M P N Ś 

Avaroha: Ś n D P  M G R S 

Pakad : MGR N ̣ S R Chalan: SRMPnDP MGRRMP Ś N D P M G R MPNŚ 

ŔnDP MPnDP MGR RMPMGR GNṢ  NṢMGR. Calan: SRMPnDP   

MGRRMP   Ś N D P M G R    MPNŚ   ŔnDP  MPnDP   MGR  RMPMGR   

GṆS  ṆSMGR. 

It is sung before midnight. Basic features are: 

Aroha: S RM P NŚ Avaroha: ŚnDP MGRG S 

Vadi, 

Samvadi: R, P (P, R also possible) 

Pakad: RMP nDP PDPM GRGS 

Des and Sorath possess some common features and are difficult to render one 

after the other. Suddha Ga is strong in Des in avaroha, but light in Sorath. Re is 

vakra in avaroha whereas Ga and Dha are dropped in Aroha. Sorath differs on 

these following features: 

                                                           
146 Ajoy Chakraborty,“Geetinandan 2”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), 23 . 
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Avarohi Komal Ga can be applied as a vivadi swara in Des through the phrase 

ŚnDMDM G R g R S ṆS. Sorath drops Re during ascending whereas Deś uses it 

as S RMP N D or N ŚŔŚ nDP. Researchers add that the precise rules are used 

only to differentiate these ragas. 

Aroha: SRMP nD PNŚ Avaroha: ŚnDPMGRS Ghalan: SRMP DMGRgRSRNṢ 

nḌP̣ṆṢ GRMP nDP DMGR MPDP nDPN Ś  ŔŚ ŔnDP DPMGR gR SRNṢ.   

SRMP  DMGR  gRSRN ̣S  ṇḌP ̣ṆS  GRMP   nDP   DMGR   MPDP   nDPN Ś   

ŔŚ ŔnDP   DPMGR  gR   SRṆS 

In Des, the alap taken during Aroha normally finishes on Pa while the avarohi 

alap finishes on Pa and Re.  Some experts are in favor of using Komal Ga but 

some do not. In another view: 

Aroha:  SRMPNŚ 

Avaroha:  ŚnDP DMGR G ṆS 

Pakad:  nDPDMGR G ṆS 

Alap: SNṆṢ SRMGR GNṢ MRP MRMGR  RMPnDP DMGR  RMPNŚNŚN Ś Ŕ 

Ś ND P  DDPMPnDP DMGRGNṢ.  SN ̣ṆS SRMGR GṆS MRP MRMGR  

RMPnDP DMGR  RMPNŚNŚ   N Ś Ŕ Ś ND P   DDPMPnDP   DMGR  GṆS. 

SRMPNŚNŚ PNŚŔ ŚŔḾǴŔGNŚ PNŚŔNŚŔnDPDMGR GGRS 

RPRMGRGṆS.SRMPNŚNŚ PNŚŔ ŚŔM ́ǴŔGNŚ PNŚŔNŚŔnDPDMGR 

GGRS RPRMGRGṆS. 
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In some rare cases, Suddha Ga and Dha are added in Aroha to enhance the 

beauty of the raga.  Researchers observe that raga Deś is ideal for emotional 

expressions in compositions. Another view of Des is as follows: 

Aroha: S R M P N Ś Avaroha: Ś n D P MGRGNṢ Pakad: RMP DMGR RGNṢ 

Achalan given below: 

MGRṆS RGPMGR RMRMP PDPMGR MRMPNŚ ŚŔŚnDP DPDMGR 

MGRṆS MMPNŚN ́Ś  NŚŔnDP nDPDPMGR RGMPMGR MGRṆS. A well-

organized effort is made by some famous musicians in comparing Des with 

Sorath and Tilak Kamod. The analysis is as follows: 

In the poorvang: 

Des: RMP PDMGR RGNṢ 

Sorath: RM MPDMR RR N ̣S  

In the uttarang: 

Des: PnDP DMGR 

Sorath: MPMnDPDMR 

In Tilak Kamod Ga is strong while in Des, Re is strong as seen below: 

Des: RMPDMGR RGNṢ     Tilak Kamod: RMPDMG RGS 

Des: DPDMGR RGNṢ        Tilak Kamod: DPDMG RGS. 

Another pakad and calan: 
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Pakad: MPDMGR GNṢ Chalan: SNṢRMGR GNṢ RMP DMGR 

MPnDP DMGR GNṢ MPNNŚ ŔnDP DMGRRnDnPDMPDMGR RPMGR 

GNṢ. 

Gārā Rāga -A light Rāga supporting Khamaj ang. It uses Śuddha and Komal 

Ga with  Śuddha and Komal Ni. Gara exhibits many features of Khamaj ang 

though there is a presence of Komal Ga.  A very popular Bhajan ‘Thumaka 

calata Rāmachandra’- sung by Pt. D.V Paluskar is set to this dynamic raga. P 

Gara is embellished in the mandra and madhya saptak and is ideal for ghazal, 

thumri, and other light forms. It also uses phrases from related Rāgas such as 

Pilu, Khamaj, and Jhinjhoti. Aroha has suddha Ga and Ni which is also the vadi 

and samavadi respectively. 

Adding the following: Chalan: S Dṇ ̣  MGMP MGM RgRS  NṢnḌṇP̣ ̣ṂPḌṆṢ 

RNṢ Ḍn ̣   G GMG SGMPM RgRSPMP GM RgRS RṆS nḌṇP̣ ̣ṂPḌṆṢ.̣S Ḍṇ  

MGMP  MGM  RgRS  ṆS  ṇḌṇP ̣  ṂP ̣ḌN ̣S    RṆS   Ḍṇ   G GMG   SGMPM   

RgRS   PMP   GM   RgRS   RṆS  ṇḌṇP ̣   ṂP ̣ḌṆṢ. 

Musicologists detect colors of Rāga Jhinjhoti and Jaijaiwanti in Gara. The 

phrase RgRSNṚSNṢNḌ ̣is a very important catchphrase. Musicians usually set 

mandra Śuddha Ma as middle octave Sa and progress to sing Rāga Khamaj, 

which is Gara's original scale. This creates Rāga Gara. This conventional 

technique of generating one Rāga from the other is very essential for performing 

Gara. 
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Many musicologists favour Gara as a night Rāga, and give the following data: 

Aroha: SGMPDNŚ Avaroha: ŚnDPMG RgRS N ̣RS nḌṢ 

vadi, 

Samvadi:  G, D 

Pakad: S GMPGM RgRS NṚSnḌ ̣

Chalan: S N ̣ SnḌ ̣ DṇṢSnḌṆṢ S G RGMGRS NṢRRSnḌ ̣ DṆṢNṢ  SGMG 

SGMP GMGRg RNṢ NṢRNṢnḌ DṆṢNṢ SGMDP GMPDnDPDMG 

GMDnŚnDPDNŚ ŚnDP DPGMgR RGMGRgRS DNṢNṢ.S N ̣ SṇḌ   ḌṇSSṇD ̣   

N ̣S S G   RGMGRS   ṆSRRSṇḌ   ḌṆSN ̣S  SGMG   SGMP   GMGRg   RṆS  

N ̣SRṆSṇD ḌN ̣SṆS SGMDP GMPDnDPDMG    GMDnŚnDPDNŚ   ŚnDP 

DPGMgR   RGMGRgRS DṆSN ̣S. 

These three phrases MGRgRS, RNṢnḌ,̣ and DṇG̣ should be repeated to 

separate Gara from Jhinjhoti and Khamaj. Phrases such as M G Rg RS or 

MRgRS of Gara have proximity to Jaijaiwanti but RNṢnḌ ̣drifts it away from 

Jaijaiwanti. Eminent performers seethe structure of Gara as follows: Aroha: 

SGMP GMDNŚ.  Avaroha: ŚnDPMG RgRSnḌ ̣NṢ 

Pakad: MG RgRS RNṢnḌ ̣Chalan: S RṆSṇḌ 

ḌṇGMGR gRSRSṇḌ ḌP ̣MḌN ̣S ḌṇSG MG MPMG SGMPDnDP 

DPMGGMDNŚŔNŚnD nDPMG GMDNŚ DnŚǴ M ́ǴŔg ́ŔŚ ŔŚNŚnD 

ŚnDPMG PMG MGRgRS. 
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Jaijaiwanti Rāga ‘Ja ̄g rahi Mandir mein a ̄j’147-One of the most difficult and at 

the same time one of the most beautiful among Hindustani Rāgas. It is 

considered as one of the most beautiful ragas of North Indian Classical music.  

Its complicated nature has influenced scholars and performing artists to analyze 

it from a different perspective and their views are given below: 

It uses both forms of ga and has both the Kafi and the Khamaj ang. It is called a 

Paramela Pravesak Rāga. Some musicians skillfully tackle this raga while 

mixing the flavor of Gaud, Bilaval, and Sorath into it. It applies Śuddha and 

komal forms of both Ga and Ni but Re, Ma, and Dha are Śuddha. Komal Ga is 

used as a vivadi svara through the phrase R g R S. The following features are: 

Aroha: S RR RgRS nḌP̣ ̣R  G M PN Ś 

Avaroha: Ś n D P DM RgRS  

Vadi, 

Samvadi: R, P Pakad: RgRS  nḌP̣ ̣ R 

A fusion of Khamaj and Kafi is found in this raga. A shadow of Deś and 

Ba ̄gesrí too is seen. The Bāges̄ri-ang lies in the phrase R g R S and g R S. 

Pancam may be dropped in aroha. The following features show: 

Aroha: SRGMDNŚ 

Avaroha: ŚnDPMGR gRSNṢDṇṚ Pakad: RgRS SD ̣n ̣R Alap: 

                                                           
147 Ajoy Chakraborty,“Geetinandan 2”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004),56 . 
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Sthayi. SRNṢnḌP̣ ̣   PR RgRS    SDṇṚRS NṢR GMGR RGMP RGMnDP DDP 

MPDMGR RGMP RMGR   RgMgRS RNṢ  SDṇṚS Antara: GMDNŚ 

nDPMGMDNŚ ŔNŚ ŚDnŔŔǵŔ  ŔǴḾǴŔ ǵŔŚ ŚŔNŚnDP DDPM PDMGR 

RGMP DnDDP MGR gRSNṢDṇṚS 

SRN ̣SṇḌP ̣    PR RgRS    SḌṇRRS   N ̣SR   GMGR   RGMP   RGMnDP DDP   

MPDMGR   RGMP   RMGR   RgMgRS   RṆS  SD ̣ṇRS GMDNŚ   

nDPMGMDNŚ   R ́NŚ   ŚDnŔ   Ŕg ́Ŕ  ŔǴM ́ǴŔ   g ́ŔŚ   ŚŔNŚnDP DDPM    

PDMGR   RGMP   DnDDP   MGR   gRSN ̣SḌṇRS. Some musiciansrefer to the 

Bagesri-ang and Des-ang:-    

Aroha: SGMDnŚ Avaroha: ŚnDPMG RgRS Pakad: ŚDṇṚ GRPMG RgRSNṢ. 

Chalan: MGR GRSNṢ   DṇṚ RGRPMGRgR DPMGRG MDnŚnDnŔ ǵŔŚnDP 

nDPMGR GRPMGR MGR gRSNṢ. Performers point out that the uttaranga 

aroha should follow Des-ang or Bagesri-ang though the raga is vakra in both 

Aroha and Avaroha.For example: 

1. SRGMPNŚ 

2. SRGMDnŚ 

The two important phrases inthe avaroha are M G R g R and S n ̣D ̣R.  

Avaroha: S̒nDP MGR gRS  

Vadi, 

Samvadi: R, P  
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Pakad: R g R SR Chalan. RSnḌṚ RGMP MGRgRS nḌṚ RGMPnDP DMG 

RgR MPNŚ  nDŔ ŔǵŚǵŔ ŚnD PDMG RgRS nḌP̣Ṛ SgRGM RgRS. 

Komal Ni is applied in the aroha through D n R. Some other points are:  

Aroha: SRgRS nḌṇṚ GMP NŚ 

Avaroha: ŚnDP DGM RgRS Pakad: RgRS NṢ DṇṚ Chalan: SRS nḌP̣P̣Ṛ GMG 

RgRSNṢDṇṚ GMP DGMRgRS   nḌP̣Ṛ RGMP MPnDP RGMPD   GMRgRS 

MPNŚ ŔǵŔŚ   nDPŔ ŔǴḾǴ ŔǵŔŚ ŚnDPMG RgRS.SRS  ṇḌP ̣  P̣R GMG   

RgRS   N ̣SḌṇR   GMP   DGMRgRS   ṇḌP ̣R   RGMP   MPnDP RGMPD   

GMRgRS   MPNŚ   Ŕg ́ŔŚ   nDPŔ  ŔG ́ḾǴ   Ŕg ́ŔŚ   ŚnDPMG RgRS. 

In earlier days komal ga was never used in Jaijaiwanti but later on it crawled 

into the descending track as a touch note. There is a fascination among vocalists 

to use Komal Ga and so it has become a trend now among North Indian 

vocalists. 

Experts favor the use of komal ga and state that a higher suddha Re should be 

applied in aroha as R R which tilts towards Komal Ga. This is the way to handle 

komal gandhar in Jaijawanti. 

As said earlier, the raga has both the Bagesri-ang and the Sorath-ang. The calan 

is as follows: Bagesri-ang:  SRnṢ DṇṚ MDnDŚ MGR RgRS 

Sorath-ang:  nṢDṇṚ M PN N Ś  NŚŔŔNŚ   ŔnDPMGRS. 
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The Sorath-ang with a brief Komal Ga is considered as the most authentic form 

of Jaijaiwanti. The original pattern omits Dhaivat in aroha. Giving two different 

modes of aroha and avaroha, one with Śuddha Ga and the other with Komal Ga: 

Aroha: NṢR GMPMGM D N Ś 

Avaroha: ŚnDPMGR RSNṢ 

Kalāvati Rāga- ‘Mehar Ki je rab rahman’148-A night Rāga that meets the 

Khamaj-ang withthe following features:  

Aroha: SGPD ŚnDŚ 

Avaroha: ŚnDPGDPGS  

Vadi, 

Samvadi: P, S 

Pakad: GPDnDPGDPGS 

Chalan: SGS SnḌṢ DṢG SGPGS GPDnDŚ ŚnDP DPG DŚǴ ŚǴṔǴŚ ŚǴŚnD 

nDPGGPGnDP DPG GPDPGS 

A glide from Ga to Sa, an andolan on Komal Ni and a khatka on Dhaivat- are 

the characteristics of Kalavati. The phrase GPDnŚŚDP could be very appealing. 

Researchers suggest the following details: 

Pakad: GPDnDP DGP  GPDPGS 

                                                           
148 Ajoy Chakraborty,“Geetinandan 1”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004),62. 
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Chalan: SGGS nṇḌṢ SnḌṇ ̣SG GPD   DPGGS GPDn DnDP DGP GPDPG GS 

DnDŚ GPDnŚ  ŚǴǴŚ ǴŚ   ŚnnDDP DGP   GGS nṇḌṢ. 

SGGS   ṇṇḌS   SṇD ̣ṇ   SG  GPD   DPGGS   GPDn   DnDP   DGP GPDPG   

GS   DnDŚ   GPDnŚ   ŚǴG ́Ś ǴŚ   ŚnnDDP   DGP   GGS   ṇṇḌS.Swaras Re 

and Ma are omitted from Rāga Kalavati. When the phrase GPGS is applied with 

komal ni and suddha Dha(with Khatka), Kalavati is heard.  Eminent artists use 

almost the same phrases. They are: GPDnDPGS Chalan: S nḌṢ GS nḌP̣ḌṢ 

GPGS nṇḌṢ GPDnnD PD  

PGPnDDP GnDPGPGS GPDnDDŚ ŔŚnDŚ PDnDŚ  ŚǴŚ ŚnnDDP GPDnDP 

GPGSnḌṢ. 

Khāmāj Rāga - ‘Ka ̄he karata barjorī dhīta ̄ langarva’149-A large number of ragas 

are associated with the Khamaj aṅg. Mostly lighter forms such as Thumri, 

Dadra, Jhoola, Kajri etc are sung in this raga.  

The following features are noted: 

Aroha:  S G M P D n Ś 

Avaroha: ŚnDPMGRS  

vadi, 

Samvadi: G, N 

Pakad: n D M P D MG 

                                                           
149 Ajoy Chakraborty, ‘Geetinandan2’P-20 
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Aroha has a limited Pa and the phrase G M DM DNŚ is very appealing. It 

includes DM combination, which has a bold Dha that ends on Ma with a glide 

from Dha. Other points are: 

Aroha: SGMP n D N Ś Avaroha: Śn D PMG RS Chalan: NṢGM nDPDGMnD 

ŚnDP DnDP nDNŚ ŔŚnDP ǴḾŔŚ nD  ŚnDP GMnDPGMP GMG RS.N ̣SGM  

nDPDGMnD   ŚnDP   DnDP   nDNŚ    ŔŚnDP   ǴM ́ŔŚ  nD  ŚnDP   GMnDP  

GMP   GMG   RS. The raga has shadows of Khamba ̄vati and Jhinjhoti.The 

following calan is suggested: 

Pakad:̣ GGS GMP GMnD MPDMG. Calan: PMG nD PMG nDMPDMG DNŚ 

GM nDNŚ  ŚnDP MGRS DNŚnDP MGRS. The raga uses suddha Re in the 

upper octave as PDŚŔǴŚŔǴḾǴ.Another traditional composition ‘Koyelia Kuk 

sunave, sakhiri mein ka birha satave’- is set in madhyalaya Teental. 

In khama ̄j we find the use of chromatic Ni (both forms of Ni) like Ś N n D P. 

Another calan is added: Āroha: S G M P D N Ś Avaroha: ŚnDPMGRS. Pakad:̣ 

GMPD nDPD GMG. Ālap: SnḌ ̣S SGMMGDGPMG SGMDP DPMGPGMPDn 

nDPMGP ŚNDŚ ŚŔŚnDP GMPDNŚ PDPDn DnŔŚnDPPDGPMG 

PGRSGMPDNŚNŚDnPDNŚPDŚŔǴ S ́ŔḾǴŔŚ ŚŔNS ́nDP SDP 

PDNŔŚn DPDGMG GPMPG RS.SṇḌ S   SGMMG  DGPMG   SGMDP   

DPMGP  GMPDn nDPMGP   ŚNDŚ   ŚŔŚnDP   GMPDNŚ   PDPDn   

DnŔŚnDP   PDGPMG  PGRS  GMPDNŚNŚDnPDNŚPDŚŔǴ    ŚŔḾG ́ŔŚ    

ŚŔNŚnDP   SDP PDNR ́Śn   DPDGMG  GPMPG RS. Lighter ragas like Jhinjhoti, 
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Pahadi, mand etc are close to khamaj. The following features describe:Aroha: 

SGMPDNŚ Avaroha: ŚnDPMGRS Pakad: M PD MG  

SGMPD MG nDP MPD MG N Ś   nDP GMPPDMG SRG   

GMPMGSGMPnDMG SGMP SRG RGPMG.  

GMnDNŚ ŚNŚn ŚNŚnDŚ  nDPŚnD GMPDnP GMPŚŔǴ ŚnDMPG GMPD 

GMP GMPS.  

SGMPD   MG nDP   MPD   MG N Ś   nDP   GMPPDMG   SRG   

GMPMGSGMPnDMG   SGMP   SRG   RGPMG.  

GMnDNŚ   ŚNŚn   ŚNŚnDŚ  nDPŚnD   GMPDnP  GMPŚŔǴ ŚnDMPG   

GMPD   GMP   GMPS.  

Another view:  

Aroha: NSGMPDNŚAvaroha: ŚnDP DGMG GMPGMRS 

vadi,Samvadi: G, N Pakad: G M P D G M G. ChalanPhrases: NṢGMP DGMG 

GMnD PDNŚ ŚnDPDGMG GMP GMRS GGSG MPGMnD MPD 

MGDNŚ GMDNŚ DNŚ ŔŚND Ǵ ḾǴŔŚ DMG ŚDNŚG MGRS. 

If Ga and Ni are taken as the vadi and samvadi, respectively, there is a chance 

of Raga Bihag creeping into it, and therefore a bold Ga and Ni are not 

recommended. But the phrase G M G is compulsory in Khamaj inspite of being 

a Bihag ang phrase. The phrases are NṢGMGGMP GMG and  NṢGMPD 

GMG.The following alap phrases show: 
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S GMP MGRS S GMPD DP DM GMDPMG RS. Such phrases destroy 

the flavor of Bihag. 

Āochār: S GMPM GGRS SRṇḌP ̣ ḌN ̣S SGMP PMGMP DMG GRS 

GMPDnDP DMG GMPDN ŚŔN DnDP GMnDP DNG PDŚNŚ PDŚŔŚ ǴŔŚN 

ŚŔnDP DMG GRS. 

Rāgeśrī Rāga- ‘Sundar nabeli nār, kara siṅgār’150. Ragesri is allotted to the 

Khamaj ang ragas, and it matches with Bagesri to a certain extent.  Ragesri and 

Bagesri sound almost the same in the upper tetrachord but the Śuddha Ga of 

Ragesri separates it from Bagesri. It is sung before midnight and the acal swara 

paṅcam is totally avoided. The calan is: 

Aroha: SGMDNŚ 

Avaroha: ŚnDMGRS 

vadi, Samvadi: G, N Svara- Sangati: DM 

 Chalan: SRSn ̣ DṆṢ MGMDnD GGMG SRSGMD NŚ   ḾǴŔŚ nDMDnD 

MGRS nDS.SRSṇ  ḌṆS   MGMDnD   GGMG   SRSGMD   NŚ   ḾG ́ŔŚ   

nDMDnD   MGRS   nDS. 

The following are the main characteristics: 

Aroha: S G M D N S. Avaroha: ŚNDnDMGRS  

vadi,Samvadi: G, D 

                                                           
150 Jñan Prakash Ghosh, “Jñan Prakash Ghosher Gān”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim 
Banga Rājya Sangit̄ Academy, 2002), P-72. 
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Pakad: RSnḌṇṢGM 

Key Phrases: SnḌṆṢ  DṆṢG RGMGRS DṆṢG MDDGM   MDŚnŚn DDGM 

MDNŚNDNŚ  DNŚǴŔŚ DNŚǴḾ ǴḾǴŔŚ ŚŔŃŚnD   GMDNŚ SDDGMRS . 

SṇḌN ̣S   ḌṆSG   RGMGRS   ḌṆSG   MDDGM   MDŚnŚn DDGM  

MDNŚNDNŚ  DNŚǴŔŚ  DNŚG ́Ḿ   ǴM ́ǴŔŚ   ŚŔN ́ŚnD   GMDNŚ 

SDDGMRS. 

Other recommendations are: 

Aroha: SGMDNŚ 

Avaroha: ŚnDMGGMRS   Vadi: G (samvadi not stated) 

Pakad: SnḌṢG 

Chalan: RSnḌṢG   MGMRS   GMD   MMG   SGMDM   MDnnD    MGMRRS 

GMDnDD ŚǴḾŔŚ ŚnD MGM RRS RnḌṢ GGM RRS.RSṇḌSG   MGMRS   

GMD   MMG   SGMDM   MDnnD    MGMRRS GMDnDD   ŚG ́ḾŔŚ  ŚnD 

MGM   RRS   RṇḌS  GGM   RRS. Details of the calan are as follows: 

Aroha: SGMDnŚ 

Avaroha: ŚnDMGRS 

Vadi, 

Samvadi: M, S 

Pakad: SGMDGMMGRS 
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Alap Phrases: SṇḌṇSṇS GRS ṇṢḌṇS GM GRS.SGMDnŚ MDnŚ DnŚ DnŚŔŚ 

ŚnDMGMDnŚ DnŚDnŚ  ǴŔG ́Ḿ ḾG ́ŔŚ ŔŚnDMDn DMGMDGMMGRS. 

TiIak Kāmod Ra ̄ga: ‘Avata ghar aye, balam mora’151-The reason why this raga 

is called Tilak Kamod is not defined. No definite views on why this Rāga is 

called Tilak Kamod. Experts observe the presence of Sorath-ang and Des-ang in 

this Rāga. There is a glide from Ga to Sa which is very pleasing.The following 

details show:  

Aroha: PṆṢRMPNŚ Avaroha: ŚNDPMR GS Pakad: PṆṢR GR PMG SRG SN ̣

PṆṢ RGS. 

Without Komal Ni, Tilak Kamod gets divided from raga Des and Sorath. Both 

forms of Ni are often sung in Jaipur Gharana.Tilak Kamod is a midnight Rāga 

with the following features:  

Aroha: SRGS RMPDMPŚ Avaroha: ŚPDMG SRG SN ̣

Vadi, Samvadi: R, P 

Pakad: PṆṢRGS RPMG SN.̣  Composition: ‘Nir bharana kaise jaun sakhiri 

aba’152– a beautiful bandish ki Thumri set in Teental. 

Both forms of Ni are used in a limited way.The arohi ang Śuddha Ni can be 

applied only in the tar saptak, as in SRMPNŚŔǴŚ. The vakra Komal Ni is 

                                                           
151 Shubha Mudgal, ‘Raga Tilak kamod’, Youtube video, 9:09, August 1, 2010, 
https://www.youtube.com/watch?v=jAlq9iFRPEk. 
152 Shubha Mudgal, ‘Raga Tilak kamod-Bandish ki Thumri’, Youtube video, 12:43, September 18, 2011, 
https://www.youtube.com/watch?v=T6UShR9jhj8. 
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applied in the avaroha through the phrase ŚPnDPDMG. The scale excludes 

suddha Ni, uses it only during alap. Calan: 

SNP̣ ̣  PṆṢR SRPPMG SRGS SMRP RMPDMP DMG SRPMG 

SGRGRS.RMPDMPNŚ PNŚŔǴŚŔǴŚ ŚŔNŚP   PDMPŚ   PPDM PDMG 

SRGS.SN ̣P̣  P ̣N ̣SR   SRPPMG   SRGS   SMRP   RMPDMP DMG SRPMG  

SGRGRS. RMPDMPNŚ   PNŚŔǴŚŔG ́Ś   ŚŔNŚP   PDMPŚ   PPDM   PDMG 

SRGS.  

Phrases : GGS GPMGS PNŚŔŚŚ PDMG RMPŚ DPDG PMGRGS PNŚǴŔŚ 

PDnDPM MPGS. Tilak Kamod is a dynamic raga. PNŚ and Ś P n D P may be 

allowed in the raga. 

The Rāga is rendered between the upper tetrachord of the lower octave and the 

lower tetrachord of the middle octave as observed in the phrases PṆṢRGS 

RMGGSN ̣RMPDMGSNP̣ṆṢ GRGS. 

In the upper tetrachord of the middle octave, the Aroha and avaroha are P S and 

S P, respectively. Example: 

Aroha: S R M P Ś Avaroha: ŚPDMGRGSN ̣Pakad: PṆṢRGSṆ ̣

Brief Chalan: GRG SN ̣RMPD MG SRG SN ̣PṆṢRGS. 

The two variants of Tilak Kamod: 

Version one: Aroha: S  MR M P D P  M P Ś 

Avaroha: ŚPD MG RGS 
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Version two: Aroha: S MR ḾPNŚ.   Avaroha: ŚnDPMGR GS 

A prominent Tilak-ang is found in the lower tetrachord of the middle octave as 

in SMRMRP MGRGS SMRP MGRGS. In the upper tetrachord the Kamod-ang 

is observed as in M P D P  MPŚ ŚŔŚ 

Researchers add the following: 

Pakad: PṆṢRMGRGS. Some experts find only the presence of  Des 

and Khamaj.  For kamaj the phrase is P D M G P D n D P M G. The catch 

phrase may be taken as S R G RS N ̣P N ̣S R G RS (for TilakKamod). 

Another view is inthe following chalan: SRGRSNP̣ṆṢRGSRMPD 

MGRSNṢRMPDMPNŚŚPDMG 

SRPMGRSNP̣ṆṢRGRSMPNSPDMPnDPMGŔŚRPMGRSNP̣ṆṢRGRS.SRGRS

N ̣P̣N ̣SRGSRMPD MGRSN ̣S RMPDMPNŚŚPDMG  

SRPMGRSṆP ̣ṆSRGRSMPNSPDMPnDPMGŔŚRPMGRSṆP ̣ṆSRGRS. 

Tilang Rāg- ‘Tore naina jadu bhare’153- a Thumri in tāl Jat. Tilang uses suddha 

Ni, komal ni and Śuddha forms of Ga and Ma. Re and Dha are avoided. The 

Rāga is sung before midnight. Here is the following calan: 

Aroha: S G M P N Ś Avaroha: Ś n P M G S 

Vadi, Samvadi: G, N Pakad: n P G M G Chalan: NṢGMP nP ŚnP GMG PG 

MGS   NŚnP ŚNPǴḾǴ ǴḾǴŚ ŚnP GMG  PGMGS. ṆSGMP   nP   ŚnP   

                                                           
153 Pandit Ajoy Chakraborty, ‘Idea Jalsa- Tore naina jadu bhare,’ Youtube Video, 4.03, April13, 2014, 
https://www.youtube.com/watch?v=GfBA92XtBCs 
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GMG   PG MGS   NŚnP   ŚNPǴḾG ́   G ́ḾǴŚ   ŚnP   GMG  PGMGS.The 

vadi and samvadi stated above are used in most other versions. Experts favor 

the use of suddha Rein the upper octave Śa as in Ś Ŕ Ś n P. 

The typical phrases of Tilang are as follows: 

Alap Phrases: 

SNṆṢ SG SGM PGMG GS SGMP nP MG MGSSN ̣ṆS   SG   SGM  PGMG  

GS   SGMP  nP   MG  MGS 

NṢGM PnP NPG MG SGMPG MPMG MGSN ̣SGM   PnP   NPG  MG   

SGMPG  MPMG   MGS 

SGMP GMPn PnŚnP   MPMG  GMPN   ŚNŚNŚŚŔNŚnP nPMG PMG MGS 

SGMP   GMPn  PnŚnP   MPMG  GMPN   ŚNŚNŚ   ŚŔNŚnP   nPMG  

PMG MGS 

NṢGM PnPnŚ   nPM GMPN ŚNŚNŚ  PNŚ  ŔŚŔNŚnP   PNŚǴŚ   NŚN ŚŔŚ   

ŔNŚnP GMPNŚnPMG MGSN ̣SGM   PnPnŚ   nPM   GMPN   ŚNŚNŚ  PNŚ   

ŔŚŔ   NŚnP   PNŚǴŚ   NŚN ŚŔŚ   ŔNŚnP   GMPNŚ   nPMG   MGS 

 

GMGS SPMG  ŚnPPGMG ŚŚnP nPMG PRS ŔNŚNP PGS SM PGMGS SS 

RSn ̣nṇṢ nP̣ ̣PPnPM MM PMG MGS   GMGS   SPMG  ŚnPPGMG   ŚŚnP  

nPMG   PRS   ŔNŚNP   PGS   SM PGMGS SS RSṇ ṇṇS ṇP ̣ PPnPM MM 

PMG MGS. 
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Some versions have Re in the Avaroha as in R G R M G. The key phrases are: 

Aroha: NṢGMPNŚ Avaroha: Śn PMGMRG RMGS 

Key Phrases: NṢGMG RGRMG MPNŚ   PNŚŔŚnPMG RGRMGRS RGMPM 

PŚnP MMGS. 

The combination G M G and PNŚ may produce the effect of Bihāg and Sāraṅg 

respectively. Tilang is known as an avarohi Rāga due to the phrases like 

GMPMG PMG and SnP NPM GS. The following phrases show the detailed 

structureof Tilang: 

Aroha: SGMPNŚAvaroha: Ś n P M G S or ŚnPMG RS Pakad: n P G M G  

SGMPMGS NSGMP GMPn Pn PGMG SGM PGMGSGMPnPn PMG 

SGM GMPMnPMG PMGSPMGMP nPGMG SGMP 

NSGSnSGMPnPGMG GMPN NS SnPGMPN PGMGSGMPN PNSGS 

PNS RSnPMGM GS 

NSGMPNS Pn PG MPNSG MGSGRSNSnP nPGMG GMP 

SNSGMPGMPNS SnP GMPNSR SnPGMG SGMPGMPnPG MGPMGS. 

Rāga Jhinjhoti : MROOOMR n ̣SD’̣S, nḌṢGRMG’’’RS, GRGRSR’ P’’, DPDP 

MPDŚn n DnDPM’ GPGRS’’. Pati devana Mahadeo Siva Sambhu154- a beautiful 

composition sung by vidushi Ashwini Bhide Despande is set to madhyalaya 

Teentāl. 

                                                           
154  Ashwini Bhide Despande, ‘Raga Jhinjhoti’, Youtube Video, 15:31,  Aug. 27, 2012, 
https://www.youtube.com/watch?v=dOLfAJRFIfk 
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Rāga Gorakh Kalyān-̣ ‘Pāyeliya ̄ chum chananana mori baje’155a beautiful 

composition(a variant without Ga and Pa) sung by Pt. Vidyadhar Vyasji is set in 

madhyalaya Teental. -Gorakh Kalyan has a number of versions: One without Ga 

and the other without  Ga and Pa. Another version is there which excludes Ga 

and Pa in aroha and only Ga in avaroha. 

Scholars present a version with only four svaras in aroha. The following 

features are: 

Aroha: S R M ŚD Ś Avaroha: SDPDnDPMR MRSnḌṢ 

Pakad: PDnDM RMRSn ̣D ̣S 

Chalan: SRSn ̣SD ̣ S SRMMR PDnDPMMRn ̣Sn ̣SḌSDṢ    MDŚŚŚDnDPM MR R 

MPDnDPMR RMRSn ̣SḌSDṢ. SRSṇSḌ S   SRMMR   PDnDPMMR    ṇSṇ SḌSḌS    

MDŚŚŚDnDPM  MR R MPDnDPMR   RMRSṇSḌSḌS. Some musicians introduce 

Komal Ni and Pa in the aroha and present it as shadav-shadav. Researchers 

observe that Durga-ang commands this Rāga but  Komal Ni separates it from its 

shadow. Ga is totally excluded. Other details are as follows: 

Aroha: SRMPDnŚ Avaroha: ŚDnPMRS     Vadi,Samvadi: M, S 

Pakad: nṢRMP DnDnP MRS 

Chalan: nḌṢ RSMPMRSnṇṢṂDṢRMRSnṢRMDMDMRS MDŚ M D Ś D 

ŚnŚŔḾŔŚn MPDŚ ŔḾŔŚ DnDMRM R n ̣S  

                                                           
155 Vidyadhar Vyas, ‘Raga Gorakh Kalyan’, Youtube Video, 24:03,  Aug: 21, 
2015,https://www.youtube.com/watch?v=Jr7nwt6dX-Y 
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ṇḌS RSMPMRSṇṇSṂḌSRMRSṇSRMDMDMRS MDŚ M D Ś D ŚnŚŔḾŔŚn 

MPDŚ ŔM ́ŔŚ DnDMRM R ṇ S 

SRM MRnṇ ̣̣ḌṢSRnḌP̣ ̣ ṂPḌṇḌṢ RM MP PD Dn D PD 

MnDPDM MRMnṇḌṢ MP MPDnŔŚ ŚŔnDPDM   MRnḌṢ.SRM 

MRṇṇ ̣Ḍ̣SSRṇḌP ̣ ṂP ̣ḌṇḌS RM MP PD Dn D PD MnDPDM   MRMṇṇḌS  MP  

MPDnŔŚ   ŚŔnDPDM   MRṇḌS. 

Some performers present a version which omits both Ga and Pa: 

Calan: SRM RM RSnṇḌ ̣S DṢRM RSn ̣R SnḌḌ ̣S 

RMDnDM DnDŚ ŔŚnDnDMRM RMRSn ̣ nḌṇḌṢ.SRM RM RSṇṇḌ 

S ḌSRM RSṇ R SṇD ̣Ḍ   SRMDnDM  DnDŚ ŔŚnDnDMRM  RMRSṇ  ṇḌṇḌS. 
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Conclusion 

Indian music itself is a major feature of the heterogeneous Indian society and 

has played a very important role down the course of history.  Raga music has 

the power to represent the order of the Universe and to sustain human existence. 

The drone of the Indian Music displays the characteristics of centrality and 

unbrokenness.  Raga Music is considered to be a subtle divine thread capable of 

linking up the Jevatman with the Paramatman.This detailed study focused 

around issues of comparative raga analysis, its unique identity, rich tradition,  

and  performance. Raga and Indian Music has a very important relationship 

right from the origin and the establishment of the music system and expresses 

many fundamental aspects of India’s rich religious and philosophical thought. 

The ra ̄gadāri is one of the most essential part during performance. The 

articulated notes with the help of Ba ̄dī Samaba ̄dī/sonant Consonnant, 

Nya ̄sa/Rest, Rāga ̄ṅga/Phrase, Mīḑ/Glide and Gamak constitute the whole of 

ra ̄ga Gayaki. These evergreen ragas create an asthetic effect and please the mind 

of the listeners. The application of the distinct raga phrases are the most 

important part a trained performer works upon. These spontaneous varieties are 

carefully selected and performed within a permissible boundary. This research 

throws a light on the endless scope of raga performance through gāyaki 

ra ̄gāng.The speciality and uniqueness of Ra ̄gas of Hindusthani systems have 

been analysed and the main conclusion drawn is that both are independent in 

nature in the method of handling the swara phrases, the gamakas, usages, 
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techniques, style of presentation though having the same variety of notes or 

even names which could be common in both the systems, yet there is a lot of 

difference in the independent handling of Ra ̄ga -s depending on the intonation, 

punctuation, accent and other regional variations.We may say that the mode of 

singing a Khyal composition depends upon many factors. Many scholars hold 

the view that a vocalist is given absolute freedom to unfold the whole range and 

establish the personality of the Raga and its aesthetic elements according to his 

own inimitable way in the Alapa part. But under no circumstances is the singer 

allowed to take liberty with the Bandish he sings. It has to be sung according to 

the mood of the composition, taking into account the poetic contents and the 

inherent character of the Raga and Tala.Unlike in Khya ̄l, each Dhrupad singer 

has a different calibre and quality of voice and the compositions are selected 

according to the accentuation, intonation or timber of the voice.Religion and 

Music has a very important relationship right from the origin and the 

establishment of the music system expresses many fundamental aspects of 

India’s rich religious and philosophical thought. In case of ragas the origin is 

linked to the presentation from the verse of the Sāma veda, the sacred Sanskrit 

text and the tradition is undoubtedly a major heritage of the Indian culture. 
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• Abhisheki Jeetendra, ‘Raga Badạhans Sārang’, Youtube Video, 09:52, Sept 23, 2016, 

https://www.youtube.com/watch?v=gUMq8TkCn6A 

 

• Abhisheki Jitendra, ‘Raga Triveni,’ Youtube Video, 17:36, Oct 17, 2015 , 

https://www.youtube.com/watch?v=1NqgirqzVhc 

 

 

• Abhisheki Jitendra, ‘Raga Bhopal Todi’, Youtube Video, 5:53,  Jul 30, 2010, 

https://www.youtube.com/watch?v=c7NvicCtflw 

 

• Abhisheki Jitendra, ‘Raga Devgandhar, Youtube Video, 43:14, Jan 2, 2018,  

https://www.youtube.com/watch?v=lHloU6a-EBk&t=1891s 

 

• Amonkar Kishori, ‘Raga Khokar’, Youtube video, 44:28, Dec 20, 2016, 

https://www.youtube.com/watch?v=F6FxH_lf9GU 

 

• Ankalikar Arati, ‘Raga Jog Kauns’, Youtube Video, 31:27, 9 Jan, 2012, 

https://www.youtube.com/watch?v=rrBekF0nM0g 

 

 

• Athavale V.R, ‘Raga Hussaini Todi’, Youtube Video, 4:35,  Feb 4, 2012,  

https://www.youtube.com/watch?v=VFe5tp-p1c0 

 

• Bhatkhande, Vishnu Narayan, ‘A Comparative Study of some of the leading music 

systems of 15th ,16th ,17th and 18th centuries’, Bombay: Malini Sukthankar, n.d. 

 

• Bhatkhande Vishnu Narayan, Hindusthani sangit Patddhati, Vol-04, (Bombay: 

Sitaram Sukthankar, 1939), 

 

• Bhatkhande, Vishnu Narayan, ‘Kramik Pustaka Malika’, Vol. 1-6, Bombay: Malini 

Sukthankar, n.d. 

 

 

• Chakraborty Ajoy,“Geetinandan”, Vol 1-2, ed. Ajoy Chakraborty 

(Kolkata:Geetinandan, 2004). 

• Chakraborty Ajoy, ‘Mohan Basi Baje’, youtube video, 4:26, March 10, 2015, 

https://www.youtube.com/watch?v=jGvkJpE0e0I 

 

• Chakraborty Ajoy, ‘Raga Suha Sughrai’, Youtube Video, 4:31,  Oct 02, 2015, 

https://www.youtube.com/watch?v=K8NAlXqswIg 

 

 

• Chakraborty Ajoy, ‘Raga Gurjari Todi’, Youtube Video, Jun 28, 2011, 

https://www.youtube.com/watch?v=3s6hT7vU3BM 

 

• Chakraborty Ajoy and Chakraborty Kaushiki, ‘Raga Ālāhiya Bilāwal’, Youtube 
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List of the Interviews taken: 

1. Dr. Gyanendra  Chandra Pandey of  Benaras Hindu University. Topic -

Raga analysis, importance of Pada in Composition etc. 

2. Prof. Sharma Velankar of  BHU. Topic- Overall opinion on comparative 

analysis of North Indian Ragas. 

3. Prof. Rewati Sakalkar, BHU. Topic-  Grouping of Similar and dissimilar 

Ragas based on raganga concept. Opinion on writing raga phrases, 

suitable ragas for research as well as performance etc. 

4. Dr. Madhumita  Bhattacharya( Assistant Prof.), BHU, Topic- Kafi, 

Bhairo ang ragas etc. 

5. Dr. Ramshankar, BHU, Topic- Shrutijati, modulation and articulation. 

6. Prof. Jayant Khot, Allahabad Central University, Topic – Gwalior 

Gharana  compositions, Tap kheyal, Tappa in Tappa Theka, Rajbhaiya 

Poochwale’s contribution etc. 

7. Prof. Sahitya kumar Nahar ,  Allahabad University, Topic- Ragas suitable 

for string instruments like sitar and sarod, Kalyan ang Ragas, Bhairo ang 

etc. 

8. Prof . Prem Kumar Mallick, Allahabad University, Topic- Sri ang, Poorvi 

ang, Todi ang, Kalyan ang, Kafi ang, Bilawal ang, Kannada ang ragas etc. 

9. Prof. Vidyadhar Misra, Allahabad university, Topic-  Bhairavi ang, Raga 

Dhun, Bol banao in Thumri with reference to the dhun form of  the Raga. 
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