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Introduction

The two Paramparas(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 Ragadari and composition unlike
the North Indian musicians. Due to this flexibility the North Indian style
actively changes from the 13" 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 Ragas we find a total variation in Raga
form when we compare it between the available texts. For example, the
evolution of Raga Bhairav is to be noted. It is an ancient Raga and Sage
Sarangadeva had already classified it under the Desi Ragas in his Sangita
Ratnakara. Before that Someswar classified it under the Major(Suddha) Ragas.
If the ancient root of Bhairav is taken as Bhinna Swaraj then the form(Raga
roop) would be totally different from the form we avail from the texts like
Sadragcandrodaya written by Pundarik Vitthala and Raga Vibodh by Somnatha.
So when this process of evolution started and how many forms can be traced for
all the Ragas prevalent now a days? This would really be an achievement if we
can track the various forms (ragarap) of the known and unknown Ragas and
come into a conclusion. ‘It is necessary to perform alapa only to express the

image of a raga, devoid of vistara’.!

1 Bimal Kumar Roy, Sangiti Sabda Kosa, New Delhi, Sharada Publishing house, 2004, p-162.




Page |6
Due to the characteristic of Ranjakatva, the character of the Desi Ragas
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.Ragavan, N.C Mehta, Acharya Kailash
Chandra Brhaspati contributed a lot in overcoming the obstacles in
understanding the total scenario of our distinctive Raga tradition through texts.
But merely translation, Raga classification, working on the skeleton structure of
the combination of swaras(notes) and shrutis(micro intervals) would never help
in reviving the Raga culture based on texts until and unless a comparative
analysis on the Raga roopa(identity) of diverse forms of a Raga and different
Ragas are thoroughly done. The proposed research will try to relate with the
Sanskrit texts where the explanation of the Ragas 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. Ragas

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 Murchhanas, Jati &
Gramas, and Ragas thereafter. Within the concept of Gram-Murchhana, we find
the earliest trace of a scale. The Raga concept, not merely a concept, but a truth
that the nature has already provided to us, totally depends on the scale theory.
Since 13" century A.D when the bifurcation of the Indian Music into Karnatic &
North Indian took its place, the Raga classification has continuously played an
important part in preserving the true identity of a Raga in its pure and light form.
In this era of globalisation we find the everlasting presence of the essence of
Raga in almost every possible format of Music. But how these Ragas evolved
time to time and what were its varied character? Modern research throws a light
on the process of transformation from tune to Ragas 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,
Gandharva sangeet started becoming obsolete. A mixing of culture started
between the gandharva form and the regional form or the desi. This mixing
continued and during 7"-10" 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 Sudhakara 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 Ragas, various systems of Raga

classification were attempted from time to time. This culminated in the janaka
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janya paddhati.? It was the prabandhas that gained importance in the Temple
Raga music culture since the later vedic period and the modern Dhrupad
gradually gained its form from the Salaga Suda prabandha (proved by Dr. Bimal
Kumar Roy). Musical texts of ancient and medieval India like Birhaddesi,
Sangita Ratnakara, Sangita samayasara, Sangita Damodara and many other
Treatises clearly describe the salient features of Prabandha music and its
variations through the ages. Since 14" -15™ century AD Prabandha generally
meant Gita Prabandha®. The Ragas simultaneously with the Dhatus and Angas
played a pivotal role in the Gita Prabandha. Again from 11" century onwards
different Matas(opinion) on Ragasand Raginis came into existence, and the
comparative study of those Ragas with the modern classification theory has
great importance. The scope is limitless.Here the raga comparison is based on
the Ragangas of prevalent rags of the contemporary period. The That 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 That is only the scale or the Skeleton structure of the
raga but Raganga is the unique raga identity or the swarap. This whole research
is based on the comparative analysis through phrases or raganga. 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 raga has melodic
structures which have the ability to "color the mind" and affect the emotions of
the audience. The termragais a melodic format. It was first described by

Matanga in his work Brhaddesi.

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

Text 01

+ Ahobalkrta sangjita Parijata_ by Sacindranatha Mitra
Indian music has changed in course of years. The process of bifurcation started
in the 13" 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 sangita Parijata. The writer Sacindranatha Mitra had given an effort in
explaining the troublesome manuscript logically. The writer started with a lucid
introduction about the era of sangita Parijata 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 sangita Parijata 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 Gram Mircchana and Raga Mircchana as mentioned in the
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treatise which no other musicologist has ever revealed. He established his point
on the Suddha That that is Kafi and not bilabal. The book is published in two
volumes. The first volume covers from ‘Uddesya’ to the 12 number Raga
Basanta of the Ragadhyaya. 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, Shruti, Nada, Grama, Miarcchana, Kutatan and Swar Prastar.
After that comes the description of Nastoddista, Barna, Alankar, Jati, ‘Amsa,
Nyasa o Graha’, Gamaka, ‘Swarashrutir sthan’, ‘Suddha o Vikrta Mela’, Giti
paddhati, ‘Ragadi paribesanar kal, ‘Ragadir baisista’, ‘Ragadir 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 Raga in Hindusthani and Karnatic
Music __ Dr.(Smt) Geetha Ravikumar, Bhatariya Vidya Bhaban, Mumbai.
The book describes the concept of Raga and its elaboration, ‘Raga Alapana’
beautifully. The speciality and uniqueness of Raga 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 Raga -s depending on

the intonation, punctuation, accent and other regional variations.

+ Text 03 Raga Rahasya Dr. Bimal kumar Ray, edited by Acharya Dr.
Pradip Kumar Ghosa, Sibling Pub.

The book gives a detailed explanation of the origin of Raga (Gram Raga , Jati,

Raga diti, Desi) and its Chronological development. The book gives us the

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

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

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

Desi(Abhijata) Ragas.

The editor’s note describes the origin of the jatis and gram Ragas. The Abhijata
desi sangeet that evolved only after the intermingling of the Desi Ragas with the
Gandharva Ragas 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 Marga. The use of appropriate Raga
Gitis(articulation) in rendering the Jati Ragas and Gram Ragas separately is
thoroughly described in the note. A chart highlighting the evolution of Indian
Ragas and raginis chronologically would be indispensable for the young

researchers.
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The first chapter deals with the basic conception of the term Raga . The term
ragagiti and it’s fourth form Besara is clearly defined with the help of
quotations from divine sages like Muni Bharata, Muni Matanga, Sarangadeva,
Madhav vidyaranya etc. From the text of Sangita Parijata we get a variety of the
raga Barari such as Suddha Barari, Todi Barari, Naga Barari, Punnag Barari,
Pratap Barari, Soka Barari , Kalyana Barari etc. But the reason for this variation
was never indicated until Mr. Roy took the initiative. The formation of Catuska,
the position of Amsa, the use of Nyasa and badi in Ragas are properly
explained. The next chapter deals with the Raga Ragini classification.
Somdeva devised the scheme of 42 Prabartaka ragas( evolved when the Desi
Raganga, Bhasanga, kriyanga, Upanga started mixing with the Gandharva
GramRaga , Raga , bhasa, bibhasa, Antarbhasa Ragas) in 1184 — 1186 A.D
approx. Someswar and Somedeva are same person. Out of these 42 Raga s
Jagadekmalla(son of Someswara) propagated 6 Raga s with 36 raginis.
Someswar Mata was also known by the name Iswar Mata. According to Dr.
Bimal Roy, the Raga ragini classification should be categorized into four main
parts: Hanuman mata(6 Raga s 30 raginis), Bharat mata (6 Raga s 30 raginis),

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

The next chapter deals with the Raga variety, in name as well as in structure.
The Ragas like Sri, Hindol remained almost intact in its structure in both North
Indian and Carnatic tradition. The Raga Bhairav according to Sarangadeva is a

janya Raga of Bhinna Swaraj, which is totally different from Sommata Bhairav,
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apar bhairav, Suddha bhairav. Apar bhairav or Suddha 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 suddha bhairav. The ragaroop(form) of megh in sangit ratnakara is not
given in this chapter as it is almost impossible to determine. The presence of
Raga Alahia Bilaval in the text Hryadayprakashana of Hridaynarayandeva is
prominent than Suddh Belabal. The Raga Kalyan got its distinctive feature
during the reign of Shah Jahan that separates it from Raga Yaman. Both of
these Raga s were prevalent at that time. Dr. Roy tried to relate the similarities
and dissimilarities between the present form of Khambaj, suddh Khambaj and
the medieval Ragas Khambaici, Khamaici, Kambhoji, kamas. He also tried to
unfold the Ragriapa (Raga identity) of Raga Sri. The word Kafi is derived from
an Arabic word and its earliest trace is found in the end of 17" century. The
reason why the North Indian Kafi is sung in the Dhun style or in Tappa &
Thumri but not in the Kheyal or Dhrupad is the presence of Suddha Ga and
suddha Ni, which is never used in the Karnatik Raga Kapi. The limitation of
Raga Purbi and Asavari as a Thata Raga is clearly defined with adequate

examples.

The fourth Chapter deals with the effect of Gharanas on Thakur Parivar and the
varieties of Raga 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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Transliteration

The diacritical letters used in this Thesis.

Diacritical marks in the traditional way:

T a

3T a

E) i

z T

3 u

£ v}

* r

T e

if ai

Sl 6

a o

af 0

3fr au

Ed ka = ca z ta qd ta
3 cha q tha

o kha ST ja ) tha T da

) da o dha

T ga El jha T na
E) fia 3 dha

| gha b na

El na T pa T ya T Sa
kD pha T ra ¥ s,a

T la T sa

T ba T va g ha
T bha I3 rha
T ma T ra

List of Abbreviations
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Abbreviations used for Suddha and Komal swaras

Suddha Swaras Komal Swaras
Sa -S Komalre - r
Re - R
Ga - G Komalga - g
Ma- M Teevrama - m
Pa - P
Dha- D Komal dha- d
Ni -N Komalni - n

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

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

Shorthand form of Notation:
1. Suddha Swaras Sa Re Ga Ma Pa Dha Ni areusedas DA | —/

C 1 respectively.
2. Komal Swaras r g d n areusedas/A L & 3 respectively.
3. Teevramais used as <.
4. Upper dots denotes the upper octave. For example- DA" |’
5. Lower dots denotes the lower octave. For example - 1 £/
6. The kan swaras are written in Superscrips like ~1,* | etc.
7. 0 denotes hold on a particular note for one second.
8. ’ denotes cut or ending hold/ Nyasa on a particular note.
9. ~, 7 denotes Andolan and Mir/Glide respectively.

10. , is taken for small pause between phrases.

Chapters on Ra@ga comparison
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Bhairav ang and its allied Rags {in terms of Raganga}

Bhairav Raga:This Raga is the main representative of the Bhairava
group of Ragas. 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 Ragas of Hindusthani Sangeet, it
requires a great amount of musical maturity from the performer to
maintain its purity and bring out it’s beauty. Bhairava is a very
sober,deep, serene, dignified, majestuous and slow-moving Raga.
The ordinary music lover often mixes up Bhairav with the popular
Bhairavi Raga.This Raga is very appealing in the morning hours.It has
sufficient Bhakti and Shanti Rasas with all Suddha svaras except Re and Dha. A
notable feature of Bhairav is the andolan on Komal Re and Komal Dha.
Otherwise, it is a straight Raga, 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 SSd nd P.

He presents other details as given below:
Aroha: DA | —/ $3DAvaroha: 39 &/—1AD
Vadi,Samvadi: — ,0 Pakad:O | —/ &/

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

Bhairav Thata because Bhairav is a sampooma Raga that represents the Mela in

all respects and also the most popular Raga in that group. The presence of
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Komal Re and Komal Dha is the principal sign of a sandhi-prakasa Raga.
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 Ramkali.Another composition ‘Tum jago
mohan pyare, sawari surata more mana hi bhave’?, is already documented with

notation. SrG MGrS NSNS GMGrS MG rGMP PMGr GMP d~dP NdP

ddN NSNdP  MPd~Nd P NdP MM ©rS,

OAT —I1A~D 909D |—IAD —I| Al—/ /—IA |—/ S~/ 16/
£€1909 &/ —/ 36/ 9% —'—'"AD. Halting on Ma or Ga may bring
in shades of Raga 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 baja murali aj’ in drut laya Ektal’.

Some of the basic features as follows:

Alap Phrases: S Nd Nd S d N SGr Gr S, GrGM PMGr GrS, StTGMNdNdP,
GMNdNdP ddPMP PGMP M G r Gr S. G M Nd Nd NS d N S, GrGrS St

NSFrSNSNdNdPGMNAS, Nd NdP ddPMPPGMPMGrGrS.

AlapD 169 DLID"A~IAD, 1Al— /—IAIADD " AI—16~9&/ |—
VeI /=071 — 7/ 1—="" A~ D, Alap2: | — 96~ 9£ 000 £ 9

FAS~IADIINIDANADIDICIC/ | —36D969&6/ L6/ —/ /1 —

4 Nicolas Magriel with Lalita Du Perron, ‘The songs of Khydl, Book Two: the song collection’, (New Delhi:
Manohar Publishers, 2013), P-97.

5 JAan Prakash Ghosh, “JAan Prakash Ghosher Gan”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim
Banga Rajya Sangit Academy, 2002), 01.
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/71— "A~7D. Another composition: ‘Laga rahi manato’ is set in madhya laya

Teental.

Ahir Bhairav Raga:‘Bhorahi Ahirina Dadha Makhana Yasoda ke
dwar le ayi’®- a famous composition composed by Pandit JAan
Prakash Ghosh.Swara used in Ahir Bhairav are Komal Re, Suddha
Ga,Shuddha Ma, Suddha Dha, and Komal Ni and Sa.Raga obtained by the
combination of Ahiri and Bhairav. In this Raga Ma and Sa are the Vadi and
Samavadi Swaras. The time for signing this Raga is during the early hours of
theday. A very popular morning Raga. 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
Abhijata Desi sangit of North India the Ragarup often differs
according to its region(desi). Being a misra Raga, Bhairav occurs
due to the suffix inthe name and Bhairav-ang dominates. The name
‘Ahir’ of this Raga should not be confused with “Ahiri’ which
belongs to the Bhairavi (notBhairav) Thata.The ragadari is given

below:

Vadi,

Samvadi: M, S

6 Ghosh, “JAian Prakash Ghosher Géan”, 02
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Chalan: | —A~D A |—/C3C/—'""/—'"Nov— —N— //—/ /—/C 1C/C

—/1=""AA 11— —"AD.

Composition ‘Guru carana bina mohe kachu nahi bhave’- composed by Pt. Ajoy
Chakraborty is best example of raga Ahir Bhairo. In a slightly different view we

get:
Aroha: STGMPDnNS Avaroha: SnDPMGIS

Calan: DOAD | TAD | —="A~ /| —A~DDAD— I AD/ | —/ | —
"N~D/ S~y L /CIC/—"T/ 1 =" A~D. Another composition ‘Kaise ke
kar ayu mitwa’’- in drut Teental 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: | —AD A—r/CL C/—
| —AD.
Gayaki ang: CLC/—/CJ) D1 C/C— J1—AD  1—/ 1ADCL/ DA |

AD1CLIC/S —/—/1 AD

Composition: ‘Ho karatar karo beda par’® in Ektal. Alaps are taken with phrases
suchasM GrSnrSandSrG Mr S.Performers should not use kan svaras on

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

7 Ghosh, “JAian Prakash Ghosher Gan”, 04

8 Ghosh, “JAan Prakash Ghosher Gan”, 03
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should not go afterthe Bhairav ang in using kan svaras. The following features

are:
Pakad: /CLC/— | —ADLIA O

Chalan: DADICIAD DA |l—A Al—/ —C/— /—/Cl C1C/— —/C1D

LADDN 1 — ADCLCLIC/——C1D CLDAIC/—CLC/— | A LAD.

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

chalan is given below.
Pakad: | —AD | —/C1C/— | —/— | AD

Chalan: A |—AD 1CDA | DAD |—IAD |—/|— /CiC/ |—AAD | —/CD
CID AND I —ANADCLC/— // | —AD.
One more pakad and a chalan are as follows: Pakad: GMr SDnrS. ‘Sawar saloni

albeli nabeli nar’- a traditional composition is set to madhyalaya Teental.

Chalan: D1 C 1D 1C/C1DO CLAAD DA 1 — A | —/C/ C1LC/ CLC/— ADIC/
AON I—=NAD NADIC/ |—/CL C/—IA Al—/—I1A ADCIAD.Jag utho
nandalal bhor bhayo panchi bole’®- another composition composed by Pt. Ajoy

Chakraborty.

Anand Bhairav: The scale is given as: Aroha: DA | —/C 190D .Avaroha:
D 9C/— 1 AD.The Raga has Bhairav in the poorvang and Bilaval in the
uttarang. The morning hours areset to be the ideal time for the Raga. 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 ragang that we

get is:Aroha: DA | —/—/DAvarcha: D C 1 ~/ — | —ADPakad:
Al—/DCL/— | —A.Chalan: D1 AD DAl —— A |7A ""A | —
/S — 1 A IAD/CYI/—I— /D DADDCL/Cl— | —

/—/ | —/—1 A'AD.Composition: ‘Baje Baje Baje paijania, Tore pas
kaise ayu mitwa’- a beautiful composition sung by Pt. Jasraj'®.Some more
variations have beensuggested by musicians. They use all the seven svaras both
in aroha and avaroha.They are:

Aroha:DA | —/C 9D Avaroha:D1C/— | ADPakad:DA | —/ | —1CL1/
—I1AD

Calan: C 90D 1 —/CLC/—I1AD /CADADN I'— 1 AN O
D3ICL/—IA |I—/1—1AD. This is to be noted that 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 Thata. The Jati of this Raga 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 A012'C” — /7' A0D, —/C3DAD, 1C/——00.
Bairagi Bhairav Raga: ‘Sur sur se sadhle rasika’- A traditional Kasur gharana

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 Raga which belongs to the Bhairav group
of Ragas. It has the andolita Komal re of the Bhairav ang and has been
popularised by Pt.Ravi Shankar. A very few vocal compositions are available in
this Raga and it is mainly performed by the instrumentalists. Ma is Suddha, 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: SrMPnS DA—/10
Avaroha: S n P M Mr S Vadi,Samvadi: M, S Pakad: MPnPMrS r SChalan:S
rrSSrMMrSMP PMMr MP, nPM MMPMrM rMrS SrMPnPM
rMPnSnSS, rSnrSnP, nnPMPMr, rMPMr nrS.
DAAD DA—AD —/ /— A —/ VW /— —/"A— A—AD
DA—/1/— A—/1 D1 DD A D 4L A D % / 1i/—/—A
A—/—A 1 AD.
Composition: ‘Ab na mohe samjhao kanha tum’!!- sung by Pt. Jasraj.
Musicians offer the following: Vadi, Samvadi: S, P
Pakad: rM nPM r nrS.
The variations given below are from eminent performers:
Pakad: nP M rr M Chalan: SrrS S rrM Mr rS StrM MP nPM PMrrM
MrrS MPnPnS SnSPnSnPM rMPM MrrS
OAND O AA— —A AD OA— —/ 1L/— /—AA— —AND

—/1/10ADID/1N—A—/— —AAD

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 Raga: This raga is created by Kumar Gandharva. It has
Komal Re and Dha as in Bhairav, and employs Suddha and komal forms of both
Ga and Ni. Ma is Suddha. The main ragadari, projection of the Raga is done
mainly around Sa. Its aroha is similar to Jogiya as in SrM d P d S. 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 PdS nrS Avaroha: SNdPM d PdnndP M GrSn Srg grSn rrS
Vadi,

Samvadi: S, P

Pakad: SrM GrSrrS nS S rggrS n rrS Compositions: 1. ‘Bana bani ayomelo’*? in

madhyalaya Tintal.

Bhairav Bahar Raga: A misra Raga , generally sung as a morning raga. Ragas
Bhairav and Bahar are combined with the preference of the bhairav ang. Due to
this misra form, it is difficult to put it under a definite raga form, Aroha,
Avaroha, Vadi and Samavadi Swaras. The ragarup of the raga 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- Rag Beehad Bhairav’, Youtube Video, 5:13, October 16, 2012,
https://www.youtube.com/watch?v=z9r|_3j90lo.
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Chalan: M MnD NSnDPMGMrG MPMGTrS SrSGM n D N SRgRS nPM MGMr

GMPMGr S SNSnP PGMrS SNS.

——1C 901C/ —I—Al —/—IAD DADI— 1C 3D AAD 1C—
—I|—A |—/—IAD 2901/ 7/ 1—AD D90 Composition: ‘Kajra re naina
gori ke, ras bhare man base mohan ke’ sung by Jasraj ji'? in Teental. As Bhairav
dominates the poorvang and Bahar the uttarang, the Raga has Suddha and
komal forms of all the three svaras, namely, Re, Ga, and Ni, while Ma and Dha
are Suddha. According to Prof. Prem Kumar Mallick of Darbhanga Gharana,

Bhairav ang should dominate the raga.

Aroha: StTGMPMMnDNS?S

Avaroha: SnDPMGM MPM GrS NSrS

vadi,

Samvadi: M, S

Chalan:
rGMPMGMrSSIGMPMMnDPMM MnDNS
Al—/— 1 —ADDA|l—/——1C/———9CIiD

In another version, the Raga has komal and Suddha 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=P4WufZlbJSc
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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 Raga’s basic features, are given below: Aroha:
SrGMPANS Avaroha: SnDnPMPgMRS Pakad: GMP PMMnDNS SnDnP gMrS
Chalan: G M P d N d PgMPgMrS MPgM n D N § NdP GMGrSdPMGTrS

MPnnP MP'gMTrsS.

| —/ €9 £/ 1—/I—AD —/1—1C 1D 9& |—IAD &/—I1AD

—/11/ —/'|—AD.

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 PMnPMNDNS.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 GMTrS Bhairav-ang whereas MnPM n D N S Bahar-ang.
SDnP MnDN S Bahar- ang and fSNddP MGMrs' Bhairav-ang.

M n D N S NSnDnP 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. ‘lk panchi bole, ik dar par ¢oc

khole’*4- a beautiful composition in drut teental.

14 )Ran Prakash Ghosh, “JAian Prakash Ghosher Gan”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim
Banga Rajya Sangit Academy, 2002), 40.
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Devaranjani Raga : An early 20th cent mentioned by V.N. Bhatkhande in his
pioneering modern work on Ragas.In a recording of renowned Guru and
vocalist Pt. Balasaheb Poochwale we observe the following
ragadari:“PdNSO0SMO0®P,MPdPMOOMS, SSdNOONS,
SMCEPN0O0dPMO00,SNJNS,PdNSOONdPMO00,
MPdNO0?N0O0dPMO0°PMS00dNS000, SMO00®PMO0OOMSINS000,

MPPddNSOONdNSNdOOPMO00,” 15

Projection on Suddha Ma instead of Pancham is very important. There is a Raga
called Devaranji which belongs to Bhairav Thata. That Raga has no
resemblance to Devaranjani of south. Bhatkhande gives-the following features
for Devaranjani: Devaranjani is an interesting Raga and has been popularised in
the north.

Aroha: SMPANS Avaroha: SNdPMS
Vadi,
Samvadi: S, M

Typical phrases: 0——/ 1 &/ £D&/ DY &/——/ 6D —/——/% 0D

193¢/ —/3 Q&/— D>——/—/—

15 pandit Balasaheb Poochwale, “Rag Devaranjani” Youtube Video, 22:36, Feb 11,
2015,https://www.youtube.com/watch?v=wynMcbkBM40.
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D>——/ 1%/ D &/ D6/ ——/D—/——/£ DD 10%/ —/D
9 &/— D——/ ) —/—Composition: “Jiya ke birha, Ka se kahu sajani’ sung

by Pandit K.G Ginde?®

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 ndS Avaroha: SndndPdM MS
Chalan: >—DD0——/——D—/—/— L1614/ ——/—D—/1 Q4D
O— D=/ & £ / QL&/—66/—/— —D.The omission of two
successive svaras Re and Ga is not accepted by the traditional musical
fraternity. According to the contemporary trend, if the Raga have survived for

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

continues as follows:
Aroha: SMP dNS
Avaroha: SN dP MS Pakad: MPdPM Sd S

Chalan: S S SMPM MMPddP MPddNddP dPMMMP dd dMPddJ3d d Nd N d

PM Pd dNdPddPMPMMPM S.

DDD—/— ——/ L&/ —/CLIC8/ &/———/ LCG—/CD 6L &

1/ —/76 N/ S/ —/——/—0D

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=0x0CJnQyPls




Page |30
Gauri Raga (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 Ragas. 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.lt 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: SNdAN rGrMGrSIN S  SG’’PG’rSS’rNS’’ddN’’drS GOG’rS, SPGrS,
SMP”’dP’*"MGPGrSS, MPdP’>’PANP’dMEEPG’
GPPPG’rS.PG™S'G'S-GMPdN’’DNNNdP’PGrS. S ’NtSNSNdPdS,

S ’NrSSNdP’d"MMP PG 'G’Sr0S’. SGM”’MPFGrS. MPeLdEdedPME pGrg,

Chalan: SNdN rGrM GrSr NNSMdJNS NS, MMrGrS, MPdPM, rGrrS rS

MPdPM dPM rGrS.

DI6Y AIA— IADA 39D —L9D 9D ——A | AD— /S /—AIAAD AD

—/ &/— S/— A I A.Composition: ‘Chalo re sakhi gokul dham’, sung by
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pandit Jasraj!” in madhyalaya teental. In some other opinion, the vadi and the
samvadi is the same Komal Re, Pancam respectively. Aroha: SrMPNS

Avaroha: SNdPMGrS Vadi:  r (Samvadi pa)
Chalan:

DAAD A— —D 1AAD A— / 9D 9DAAD 9AND 9/ 1A /— ITA—IAD
AN//SS S/ —C/—A—NA — A AD DD A D.Some more views are available:

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

definite phrase Gr SN S or rGrSN S N. However, there are differences with the

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

Aroha, while others avoid.
Aroha: SrGr GGMPM Pd N S
Avaroha; SNdMP dMPMrG rGrNSN S

Vadi,Samvadi: M, S

Pakad:r G r
Chalan—&/—/1—, DA D I00A 1D DAl |—//—| —IA/—I—IA
= /981 —  /LID9DAADYDY S/ S/ — | S/~ — | AAD.

Composition: ‘Mandarava na aye ri’8. Futher suggestions from Performers:
Svara-Sangati: MPdN tGiNfdPM GMGr—/£9 A A 9A S/— | —1 A

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=RJepolNWqgbE
18 Ramashray Jha, ‘Abhinava Geetanjali’, (Allahabad: Sangeet Sadan Prakashan, Vol-04, 2014), P-96.
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Pakad: r GrMGrN

Chalan: NrGr PMGrS PNMGrMG INIA TA /—IAD /79— 1 A—1I| A9

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

sometimes called ‘Evening Kalingada’. The scale is:
Aroha: STMPNS
Avaroha: SNAPMGrS

Gunakri Raga:

Raga Gunakri belongs to Bhairav ang. The striking feature of this raga is the
dM combination as in d—M’ rOr0 S. There are two Ragas called Gunakali which
belong to Bilaval 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. ‘Gao Gunkali guniyana mein’*- A Madhya drut

Teental composition composed by Pt. Jnan Prakash Ghosh.

Being a variety of Bhairav, Gunakri is often mistaken with the popular Gunakali
due to its phonetic similarity. But they are different Ragas. Gunakri may be
placed under the Bhairav ang. The phrases Sdd P and S d S rr S should be
used properly because they show the Bhairav-ang clearly. The absence of Ga

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

1% JRan Prakash Ghosh, “JAian Prakash Ghosher Gan”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim
Banga Rajya Sangit Academy, 2002), P- 27.
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Vilambit ektal- ¢ Dariya Kinare Par Pachtaye, Sanga ke sathi sab par utar

gaye’. %0

Aroha: STM P d S Avaroha: SdPMr S

Vadi,Samvadi: S, P

Pakad: MPdMrS SP  Calan: S rdS SrM Mr SrMP

MPdPM, SrPM Mr SM PdS, SfS StMMTS SSd, PdM MrsS.

DA DA—A, DA—/ —/%/—, DA/— —NA D— /&), DAD DA—AD

JAD &, / &——AD.Three more views are examined here.
Vadi, Samvadi: d, r

Pakad: Key phrase — SrMPdMPdMrOr0S. Calan- DA— —/ $—/—AD, —/ D

D CAD, DA D A—/—AD  S/—A—AD
Performers suggest the following:

Vadi,

Samvadi: P, R Pakad: PPdMrrS

BriefCalan: rSMPd’ PMPdP MRS MMPdS #SdP MMPMTrS.Avoiding the stay
or Nyasa in re and also applying the svara-sangati dM(using Pa) in Gunakri

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

Vadi,Samvadi: D, R

20 |bid, P-26
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This is considered to be a high class Raga for its dignity. The Raga should
be sung slowly in the morning to establish the serinity with all its dynamics and
articulation. Hindustani Raga Jogia is allied to Gunakree. Composition: ‘Pitam
pyare mere nyare, sab jagake mohan ugiyare.?
JogiyaRaga:‘More Kangna Kaga bol re’?> —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 Raga is allocated to the early morning
hours and has meditative qualities. Jogia is totally different from Raga Jog and
it exhibits the characteristics of the Bhairav ang.The jati is Audava—Sadava. In
aroha svaras Ga and Ni are not used whereas Ga is dropped in the
Avaroha.dM™rS, SrMM P, P dn d°MO00, fSNdMPdS, Pdf00S.22 A very

important Nyasa or hold on Swara Pancham should be strictly followed.
Some views given herehas the following features: Aroha: STMPdS
Avaroha: SN d P dMrS

Vadi,Samvadi: M, S

Chalan: rMM PP dMrS SrrS Nd™S MPdPd00™M rMr0S MMPPd™S SfS

SIMM™F0dS SFSNdP’,MP04S"d00PMO PMC rS, MPddMM® 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, “JAan Prakash Ghosher Gan”, P-28.

22 pandit Rajan Sajan Mishra, “Raga Jogiya”,Youtube Video, 7:12, August 12, 2013,
https://www.youtube.com/watch?v=jmoznHWNEil

23 5N Ratanjankar, ‘ Raga Jogiya’, Youtube Video, 14:24, Dec19, 2012,
https://www.youtube.com/watch?v=XWTP1cvollw
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that Jogiya is a blend of raga Bhairav and Asavari. An important phrase that

beautifies the raga is MPPMPPMPdndSnd°M.

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.
Nyasa 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 NdS rrMrS rMPP dMrS  MOPAPO0dM’ ndOPd”M’PdSNAPM

rMPdM PMMrS>>MMPPd™S SiS SiM S S+SONd’PPdndPMO’PPdMPAPMOC rS.
Another calan is available:

—AD A—// —AD DA— — L&/ DL/ — /16166, —/66— 9 &

/[ /—AD——/ LD L/ — AAD.

The use of Komal Ni in the avaroha can enhance this mood as given below:
SNdPMTrS, SNdP dndPM rS. Other details are as follows:

Pakad: SrMrSPSiS

AlapDA— — —IA —/C /—A I AD D A—/S/— —/C DI/ C/—

A—/C— /76— A DA/—A T LAD

DA—/CIN A A—CA Y9009/ 6 —A—/ S/ & — | ADA——AD.
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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 Suddha 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 Raga Kalingada while gamak and tan is used in Raga

Bhairav. Acc. to the following data:
Aroha:SrMPdS Avaroha: SNdPMrS Vadi: Ma
Pakad: r MPd PMrS

Chalan: &/—ADDA—/ S—/ —AD—/£DIDADDT 6— £ &/—AD. 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: DAAD O AADand—/AAND —/ & & /. These phrases separate the

two Ragas. Their avaroha are:
Gunakali: S d P MPrrS Jogiya: SNdP dM rS

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

asMPdPdMordP dM show the Kalingada- ang. A brief calan is:

OAD DA— —/&/ — —AD —/&/ — Q& —/0 16/—
/L 6/ € /75— —AD. 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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ind M r S. Oscillation on Re should be avoided to remove any shadow of

Bhairav.

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

enhances the beauty of the Raga.

Basant Mukhari Raga: A morning Raga with an unique blend of Bhairav and
Bhairavi. In the uttarang or the higher tetrachord, phrase d n 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~dnrS00°, dnS  ©r~00S0’,
dnSG00°dnS®r~S00°, dn~Sd~ "MOPO’.The traditional composition ‘bhayo bhor
maur bolan lagi’- has the dominance of the Bhairo ang. According to some
scholars, the raga has many similarities with Kausi Bhairav where the kauns ang
Is prominent with a touch of Bhairo Bahar(RnD). But there are controversies

regarding it.

Calan:

Aroha: SM GMPOOM M ndnd n S
Avaroha: rh d PM0’ GM GMPMrSrd Sn S M

vadi,Samvadi: M, S Chalan: n~~d>*~S, SGM0’, GMM ~nd~GM0’, MGPMO’,
GMd~nSd~M, ndPGM nd nd d n S Gt G SndPMGM rGMPMGM PMGR

GrrS.
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Megh Ranjani Raga : An extremely beautiful and pleasing raga of the Bhairav
ang. It shows an ang of Raga Lalit when Teevra Ma is applied along with
Suddha Ma. However there is no dhaivat as in Lalit. The Raga also has no Pa.

Re is komal. Sung as a pre-dawn Raga, the following data gives the detailing:
Aroha: NrGMG rGMNS

Avaroha: fSNMG MrGrS Vadi,

Samvadi: M, S Svara-

Sangati: S-M

Chalan: NrGG MMG r Gr S MNS NMG MrGrS Nr GM
ExamplewithTeevraMa: NrGMmMGrGMGrS GM™N™™M, SOONr0S.

There are two varieties, one has only Suddha 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 Raga but Megh Ranjani is an
exception. Both of them have Ma and Sa as vadi and samvadi, respectively.

Other points are:
Megh Ranjani with Suddha Ma has the Aroha: STGM N S

Avaroha: SNMGIS Calan: DAAD Al— — — —|AAD D D DI |—

rrrrrrrrr

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

Aroha: Al—19D
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Avaroha: D 9—I1=ZI1AD Calan: DAD Al |—1 9AD  9A|—

— 39— A —— A1 Z | | AD—=— A | AD.

Nat Bhairav Raga:‘Saba Mila Gao Bajao’?*- 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 Raga 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: RGMd~dP’ dPMGM°®R NRS
Chalan: SSRGMNd0OOP’ SSRS °RGMC®RS RGGMMPP GMNd ~Nd~P

GMNINSOONdP’  dPMPOMGOMCR0OS RGMd~d~P0’dPMGMCR GRNd NS

GM N dNV dNSSGRMERSSRGSSNANAPO’ddPPMPMGR GRS.

Composition: ‘Dim tom tana ta dim tanana®>’ a Tarana in Ektal composed by Pt.
Jnan Prakash Ghosh.The Nat-ang lies in the phrases like SSRRGGM RRS
RGMPSR while the Bhairav-ang is seen in MPd~d~NSNd~0dNdP. Scholars

allocate Nat Bhairav to morning hours, and provide the following features:
Aroha: SRGMPANS Avaroha: SNdAPMGRS Vadi, Samvadi: M, S

Pakad: | —& &/ |—ANDCalan: D IAADAI —/ 69D IA

24 Ajoy Chakraborty, ‘Geetinandan2’P-55
%5 JRian Prakash Ghosh, “JAian Prakash Ghosher Gan”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim
Banga Rajya Sangit Academy, 2002), 5.
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INI—IANDLIDA I —/1—L6/ £€1000669 &/ /1 —A1—DADID. In
Nat Bhairav, Pa is the connecting swara of Nat and Bhairav. It combines the

two ragangas PMPdP dPM PGand PPRRGMP MPddP. So Pancam can be taken

as the vadi svara. Other features are:

Aroha: DI Al— / & 9DAvaroha: D9 &£ /— |1 —ADPakad: DIAANI—/ / &/ &

/S/—/1— 1IN TAIND.
vadi,Samvadi: P, S

Calan: OAI—DIN Al—/ CIDININI— —/ /NS

N—SC/C/—/1—ANIID —/6690099 6/ Al—/ I —ANI9D.

The composition ‘Ratan jade motiyana so’sung by Guru Pt. Jnan Prakash
Ghosh is perfectly based on the main phrases of the Raga. The following

features are:
Calan: DAI—%/ €909 &/ —/—1 —A\D 9D |—/&/ 9&/ —1—ND
S/—1 —ND.

Prabhat Bhairav Raga: A combination of three or four Ragas with an
individuality of the Bhairav ang. It is a morning Raga 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 Raga 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 NS GMdP MGr GMmGrS.Calan: SrrS GMGrS MMGM
PAPMr G M mGMGrSdSS NS SrGrG M MM r G M mGMGrS SPPddNG

dNS S N d PMGM dPMGrGMm GMGTS.

DAAD |—IAD— | —/&/ —A | —Z |—IAD DD 9DDAI1 Al —
— Al —Z I—IADD//6691 €90 D9 £/ —1— &/—IA1—=X
| — | AD.

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

essence of raga Kalingada. Another view of the ragarup is as follows:
Aroha: NrGMmG GMPANS Avaroha: SNAPM MdmMGrG mGr S
Vadi,

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

Chalan: D9AD Al—, —/— X — 1|, A1 X IAD, DAl —/, |—9%&/—
—96909A0,04 909 &9 &/—, —&X—, A l—/1—I1AD. Composition:
‘Mundana Velare’?® -Teevra Ma of Lalit is used in the phrase rtGMm 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 GMmGtS.

26 pt, Sharad Sathe, ‘Raga Prabhat Bhairav’, Youtube Video, 39:27, July 9, 2017,
https://www.youtube.com/watch?v=mB30atSw-eM
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Chalan: NSGMPGMddPGM GMNASNS dNdPGMPG NdNdSNdPM  dPMG
rGMmMGrS. 190 | —/1—6L6/1— [—16090 L1/ 1—/1 1696 9 6/—

C/— 1 A | —= | AD. Some other features of the Raga are given below:

Calan: SrrS NS GMrrS GM mMMGM rrS S r r S GMddP dddMP GMrrGM

GMmMM GMrrS P SrrS GMddPd d N Sd N S i+ M m Gr S ddNddP GMddP

GMmM GMPMIrSDAAD £9D | —AAD | —X—I1—AADDAAD | —C&/
G/ 1 —AMA— | —Z— | —AAD/DAAD | —66/6 69D 6T DAN—
ZIND CCY 6L/ | —CC/ | —— | —/—AAD. The presence of Ni and Ga

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

Bibhas Raga:

Bibhas is a very beautiful raga. Vibhas and Rewa, in general, may be considered
as complementary ragas for the similarities in their scales. In Bibhas Nyasa is
taken on dhaivat and rishav unlike in Rewa. Rewa has a prominent Gandhar and
Pancam. The Rishav- dhaivat focus of Bibhas is missing in Rewa. This Raga
should be sung even before sunrise. The composition ‘Mohan basi baje’?’
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 GPdP GrS SrS GPdP GPdPsdP ddP SrGP

27 pt. Ajoy Chakraborty, ‘Mohan Basi Baje’, youtube video, 4:26, March 10, 2015,
https://www.youtube.com/watch?v=jGvklJpEOeOl
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SdrSdP GPdP GrS GPdSSrSrdrS SdPPd GPGrS.
S/ NV /78 TADODAD /767 /7867 S/ L6/ DAL/
ODCADLC/ | /&7 TAD | Z7LODOADAGCAD DSC/76 1/ | AD.More
details are as follows: Aroha: Sr G P d S Avaroha: Sd P G r S Vadi,
Samvadi: d, r
Pakad: PdAdPPGPGrS Svara-Sangati: GP
Calan: DA | /CO DAD DA I AD

DAL/ &1/ D&/ /5% B0 10 B S VE Ve Vg
| /1 /7 %/ 1 AD
Composition: ‘Prat samaya nandalal darasako ...”
The following pakad gives the true characteristic of the raga:
GPdP GPGr GPGrS
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 suchasin SddPorPddSdd for keeping up the momentum.
Another view is added in the following:
Pakad: | /7 &/ | A D Calan: DA |/ &/ |1AD //68%/ | /61 /
C/ TAD /6 /761 /76060 L6/ | AD.
There is another raga called Suddha Vibhas where all the svaras used are
Suddha. It is said that there are more Dhrupads than khayal in this Raga. The
following features are:
Aroha: SRGPDS

Avaroha: SNDPGRS vadi,
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Samvadi: D, G
Pakad: SD PDNDPGRS The following composition with approximate
notation may throw some light on the structure of the Raga.
Notation: SRGP DPDDPNDP GP GG RR SS SS SS DDDP DSN
Sivamat Bhairav Raga:‘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 Khayal’.?This raga has
both forms Ga and Ni and komal forms of Re and Dha, Ma is Suddha. Komal

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

The ragarap is similar to Bhairav. Calan: ShtfSGMPMGrSNS S g r
SAPGMPGMIrSPPG Mr GMdPGMr SN S

NS d NdnP MPANS PNANS rgr SNSdndP PdNdP MGMTS.
OAMAID| —/— 1 AD9D O L A DO/ —/1—AD//71 —A
|—¢/1—A D9D

106 961/ —/ 69D /7C9DALADID LY &/ /696/
— | —A D .Suddha 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: SrtGMPANS . Avaroha: SN d P ndP MGMrS

vadi,

Samvadi: d, r

Calan: D | /—1AD DAAD DIDDI—A /667 €6 9D LIDA

rrrrrrr

I ALADID6CL 6/ | —AAD DA LDAD.Composition: 'Gavo ... guni. The

28 Nicolas Magriel with Lalita Du Perron, ‘The songs of Khaydl, Book Two: the song collection’, (New Delhi:
Manohar Publishers, 2013), P-581.
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Raga has devotional aspect in it. Further points:
Pakad: G—/—1—6 9 & L& /— |1 —A ODALAD calan: 9 £O0 £1 O
Al—/ 1—%/ —I1 1A DALADDAIl—/ |1—9&/ —I1—9£D
1616/ | —/ | —A DALAD.
T LO06L0A1T—/ | —%&/ — 1| I A DALAD

OAl—/7 1—%&/ —I1—9&D0 961&/ |—/ |—A
OA LA D Composition: ‘Ghar aye mora syam’ is in Teental.
Another view is available: Raga is unfolded with the Bhairav flavour, with alap
or tan ending with the ragang r g r S. Other points are: Aroha: SrS GMP NdNd S
Avaroha: SndP MgMP MGM®rgrS
vadi,
Samvadi: P, S, Pakad: gMP ddP rndP dndPMrgrS. According to
some other opinion, the Raga has Todi and Kanada-ang apart from the
Bhairav ang.We can get a glimpse of Todi in the phrasePGMr rgrS while the
phrase SddP PdnPGMd d P shows Kannada ragang. Aroha: STGMPdNS
Avaroha: S N d P dnP GMr grS
Pakatd: GMdd nPGMr grS Chalan: SrrS SGMrrgrSG M d d n Pd M
PG M rrgrsS.
Ramkeli Raga: A morning Raga 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 dNS
Avaroha: SNdPmPdndPG GMPGMTS
Vadi,
Samvadi: d or P, r Pakad: dP mP dndPGMTrS

Other points given are: Aroha: S rG P d S Avaroha: SNdPMGrS Vadi,

Samvadi: d, r Chalan: SrrS GMrS dP MGMr MrS MGPP

ddP MGMP dndP ddP MGrS MPddS SNdPPdMPMGMTrS.
OAAND | —AD &/ — I —A —AD —I|// L&/ —I|—/ L1/

L/ —IAD —/ 660D/ /76— /— 1 —AD.
In another view we get:- Aroha: SG MP d N § Avaroha: N d P mPd ndPG
MrS. Teevra Ma and Komal Ni are vivadi svaras, used only in the avaroha.
Ending Alap phrases on Pancam separates it from Bhairav. Other points are:
Aroha:SrGMPAN S Avaroha: SNdP mPdndP PPGMPrS
vadi,
Samvadi: P, S
Pakad: mPdndP PGMPrS
Alap:
NrS SrGMPrS

SIGMP Pm P PG M Pr S

PGMGP Pm d Pm P d \dPPGM G M N N Sd Nd P mPdndP
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PGM GMPGMPrS GMNdS SYGrSSiNSMd™ mPdNdPP mPPG
M GMPrS. Generally sung in the middle and upper octaves, the raga has no
andolan on re and dha. Catch phrase with tan: / £90A090€1 &/— | —

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 Suddha 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 GMGrSMPNdPmPd
mPG SNdP mPdndmP MGrS. SIS GMP GMPrS SGMP ddP
GMddP dmP GMP GMrS GMdN NdP PdNdP dPmP dNdS

SYS N S ddP mPdNdP mPG MPrrS.

D Al—/ /KD X/ | —IAD—/V6/2/76 /1 D&/
L/ X/ —IAD. DA | —/ | —/AD DIl —/ L&/ | —L&/
X/ =/ 1—AD 1 —£3 96/ /L9 %/ L/Z/ L9 6D DAD
1A D L/ /6967 X/ —/AAD

Bhatiyar Raga:Bhatihar is an early morning Raga in which the use of pancam
separates it from other ragas like Pooriya, Sohni, and Lalit of the same Thata. It
employs both forms of Ma, but not like Lalit.Some scholars set Bhatiyar as
amixture of Raga Kalingada, Lalit, and Paraj. A meend or glide from Dha to

Suddha Ma is performed in this raga. It is an uttaranga- pradhan Raga. There is

2The Oxford Encyclopedia of the Music of India, ed.by. Late Pandit Nikhil Ghosh(New Delhi: Oxford University
Press, vol- no.01, 2011), s.v. “ Bhatiyar.”
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variety of Bhatiyar belonging to Bilaval-ang which is very rare nowadays. It has
resemblance with Raga Mand to some extent, but Mand has Suddha 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,MPNDS

Aroha: SDP DM PG mDS Avaroha: tNDP MPG rS
Vadi, Samvadi; M, S

Chalan: SDDPM PG mDS NDP M PG mDmG PGrS mDS SNrS tGrS SM
MPG mDS rNDmMG mGrS. DCC/— /1 ZCI 9C/ — /| ZCZ | /1AD
ZCI DIAD AIAD D— —/1 ZCD AICZ | Z | AD. Composition: ‘savera

mora pyara’ in vilambit Ektal by pandit AjoyChakraborty.
The ragarup is added in the following:

Aroha: SrS G m D S Avaroha: SNDPM GmG rS Chalan: SDDPM MPG PM
MPDS NDPM DPM PDSfSNDPM GM PGrS mDS SN fGfS S £ N D P mDS
NDPM mDPM PGrS.OCC/——/| /——/CD 1C/— C/— /COADIC/—
|— /1AD ZCD DY AIAD D A 19 C / ZC) 1C/— ZC/—
/ | AAD.Composition: ‘Mero man base kara lino sanvariya re’*°, in madhyalaya

Teental.Aroha: S'SM PG mDS Avaroha; tNDPM PGrS

30 Ajoy Chakraborty,“Geetinandan 27, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), 18.
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Brief Chalan: DC/— ZCD A9C/ /C9/ C— /1AD DAD /1 AD DAD—

—/ | ZC*9C/— ZCIDDIAI NIC/ /CY 9/ C— 9CZ | /1AD —

///////////

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

Pakad: PMGRS RRS SRnDP

Chalan: SS RPP DPMGR SR DDnP PDS RnDP PPDDn RnDP DPMGRS RS

Kalengra:¢Chardike malanca bera, oi dekha jae bari 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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Marwa and its allied ragas {in terms of Raganga}

Marwa Raga: 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’3!-Trital Drut, ¢ Jab koi chale na sath’3>—Trital (Vilambit).
Svaras used are Komal Re, Suddha Ga, Tivra Ma, Suddha Dha and Suddha Ni.
It creates a space to enter the Kalyan ang Ragas of the post-sunset hours. Marwa
is a very popular Hindustani Raga and is called the Ashraya Raga of Marwa
Thata. Jati of Marwa is Sadava Sadava. Pa is omitted.

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

features:
Aroha: S'tGmD N S

Avaroha: S NDmMGrS

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 17, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004),20 .

32 Chakraborty, ‘Geetinandan’, 19.
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Aroha:NrGmDS

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

Chalan: Nr D mDS r mGr DmGr mDrS rN DmGr GmGrS NrGmD
IAC ZCDARZIA CZIA ZCADAT CZIA IZIAD 9A1ZC

Alaps 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 S N D m. Other details are as follows: Aroha: Nt G m D N ¢

Avaroha: rNDm Gmr NrS
vadi,

Samvadi: D, r Pakad: rGmDDmMGr Chalan: SN r ND m NDSNrS mr NrS NrG
mr rGmDmgmr GmDmGmr NrS Nr GmDDm Dm D Dm ND ND Nm rGmD

mND NrNdSNf NDNS ND DNDmGrGmDmGr rGmr NSrS

D9 A 9C 2 9CDIAD ZA IAD 9A | ZA AIZCIZLZA | ZCZ|IZA
94D 9A |RC CZ CZ CCX 9C 9C I A1ZC ZIC A9 9N

9CID 9ICCICI A IZCZIA AIZA IDAD

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

Raga Hindol. Prefering Ga as the vadi, here is the following chalan for Marwa:
DmGr GmGrS NS rr SNDmMDNrG m D m G r S NFNDmMDmG rGmD

NDMG mDmMG G G m D S SfS ND ND mDNDmMG rSDmGmDmGTrS. Dha of

Marwa is one sruti higher than the Suddha Dha of Pooriya. Dha of Marwa isone
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sruti higher than its Suddha form, its Re is higher than its komal form but lower
than its Suddha 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; NrG mDNS

Avaroha: SNDm DmGrS vadi,
Samvadi: D, r

Pakad: NrGmDMD mGrGmGr S

mmD mmDmGr GmDmGTrS rrDDGGrr GmDmGrS mDmDS SN#DD GGt Nf

NDMGrGmDmD mGr GmGrS.

Pakad: SN Nr rINDN mDS Chalan: SNIND NmDS NDmNDr DNrG mGr GmD
mDMGr GmDND mDmND mDNf tNDmD rNDS SNDNf NND NmDS

NDmGr rNNDS.

Chalan: D9A9C 9ZCD 9CXICA CIA| ZIA 1ZC ZCZIA 1ZCIC
ZCZIC XZCIA AICZC AICI DICIA  99C I12CT IC 1A

A7 3C0.

Puriya Raga: ‘Bhai sam nahi ayeghanasyam abahu dware’®-A pleasing

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

33 JAan Prakash Ghosh, “JAan Prakash Ghosher Gan”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim
Banga Rajya Sangit 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 Vistar 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 ragang 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 NS 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: NrS GmbD NrS

Avaroha: SNDmG NrG NrS Pakad: G NrSNDN m D r SNrG NrS

Chalan: NDmG mDNrS GNrS NrmG G m D G m GNrGmG NrS GmD mG

NrSNmMDGmMG NrmG NrG NrS.
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ICZ | ZXCIAD [9AD IAZ | | X C I Z I9A1Z| 9AD |XCZ|

94D 9ZCI=Z | 9AZ | A1 9AD.

Svara-sangatis GN and Nm add charm to the raga, if used as in \m 4G m G "N 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: GrSNrS

Chalan: SNDM NrS NrGmG SNrS GmNmG Nr SmG m D m D N {SNSNDmG

m N m G NrS

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 NrS. Scholars also advise to carefully select phrases in the uttarang such
asGmD N mDmNNDNN N D NS NrtfNNDN mDmG to keep away Sohini.
Pooriya should be elaborated in the poorvang through phrases like SrSGmGrS S

D N D NDN SrS GmDGmMGtrS.

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

NrS.
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Sohini Raga - A popular Raga which is widely popular through vocalist Bada
Ghulam Ali Khan’s disc-record ‘Ka sanga khelu mein phag’, 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 Thata though Sohni resembles Pooriya due
to the use of similar svaras. Sohni is uttaranga (upper tetrachord) pradhan or as
against Pooriya which is poorvanga (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:

SGMDNS Avaroha: SISNDGmMDmMGr S
Vadi,
Samvadi: D, G

Pakad: S NDND GmD NS.Raga and its samay are inter-related. Ragas 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 ragas are
performed on higher notes until morning. It is a new Raga that moves more in

the tar 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: SGmMDNS Avaroha: SNDmDG mGrS Chalan: GmD GmG rSNS GGmG
mDNS D N S *SND m D N D mG mGrS SNDmG G m D G m G SGmDND
MGMDNS 7S GrS mGrS SND mDNDmMG D m G mGrS. | C 1< | ADID
| 121 XCIDCIIJADICZXCICEI| ZIADDICZ | | =C | =Z |
DIZCIC Z1ZCID AAD I'AD ZI'AD J1C ZCICZ | C X | ZIAD.
Sohni is very much close to other uttaranga-vadi Ragas such as suddha Basant,

Paraj, and Hindol. The features are as under:

Aroha: SG m D N S Avaroha: S NDmG mGrS

vadi,
Samvtdi: D, G
Pakad: SNDmMG mDNfS

Chalan: SG mGrS mDND NDmG m D N S NDmG mDNS NS StSND
NNDNSND mG mDNS DNfGtS rSNSESND DStNS rSND NDmG mGrsS.
Pakad: SGmMDNS NDN DmG mGrS

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

Chalan: SfSNDNDm DNS NDND GmGrS SNS GmG GGmDNS NDND GG

mGmM GrSmDmDS StSISNDN StGES SNDNDm GmGrsS.

Raga Sohini is not meant for slow compositions of khayal. It is better suited for
Thumris. A detailed Ragadari shows: Aroha: SGmDNSrS Avaroha: SND mGrS

Pakad: fNSND Chalan: St NS ND m D N S NDmG GmD S NDmG mDmDNS
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1S SGmGrS N D N S rfSND mDmGrS SGmDNSKS. The traditional

composition ‘Kahe ab tum aye ho mere dware’3*- in Teental gives the clear

outline of Sohini.

Raga Suddha Bariri too has the Marwa ang when sung in a pure moodkeeping
away the Pooriya Dhyanashri ang. Jasraji sung a beautiful composition — ‘Kunja
Behari Thari re, Basuri lag man pyare.>*There is another Barari which has

proximity to Puriya Dhanashri of the Poorvi ang.GPDY2NDOOPPG’ DP®¢r0S0’

GGPNSNDPGDPGGr0S00, PONPSNISNONDPPG. DPSCrS00°,

Puriya Kalyan: ‘Shyam chabi man mein samayi, yad piya ki aye’,*®.

34 Malini Rajurkar, ‘Raga Sohini’, Youtube Video, 13:29, Dec 26, 2010,
https://www.youtube.com/watch?v=bp_fBlo0_B8&start_radio=1&Ilist=RDQMxW8Me6x4TFI

35 pt. Jasraj, ‘Raga Suddha Barari’, Youtube Video, 4:05, Nov 20, 2012,
https://www.youtube.com/watch?v=7ihvtfuBIOc

36 Ajoy Chakraborty,“Geetinandan 17, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-17.
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Kafi and its allied Rags

Raga Kafi: A beautiful composition ‘Jare jare jare ja Koyeliya, ban me jare
ambua dare, bahade sur nadiya’®” is an example of the majestic raga Kafi. The
raga rap of Kafi is diverse. The kafi 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 Avaroha®® asin M G M P g R S. In the upper tetrachord
of Kafi Suddha Ni is touched due to its closeness with Tar Sa. 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’*® _ a famous compositon by Shankar

Rao Vyas. Chalan:SRgM S MP MPDnDP MPMRgRgSRy

37 Ajoy Chakraborty,“Geetinandan 1”7, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-14.

38 Sangit Mahabharati, 1%t 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 RSRgRgMIM P.
ONL—'—/ —/7CiC/ —/*ALDAY,
D NANLN—— /.

Bhimpalasi Raga - ‘Karam karo more sai, ab to mori naiya an pari majhadar’-
a beautiful composition in the popular afternoon Raga, assigned to the Kafi
Thata by V.N. Bhatkhande. He points out that the Raga closely resembles

Dhanasri, and suggests the following features:
Aroha: 7 SgMPnS Avaroha: SnDPMgRS
Vadi,Samvadi: M, S

Pakad: n1SM MgPM g MgRS%

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

ras’ is set in Chowtal. This is as follows:

SgSMgRS SgMP MPnDPSRSMgRS n SgMP nDP
MgMPgMgRS PMP gMPnDP SnDP MPnn PnPnSMgRS

nDnDP D PM PM gMPMgRS.

40 Sangit Mahabharati, 1%t ed., 2011, s.v “Bhimpalasi”.
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2{0—IAND Ol— —/1C/OAND—LAND 1 o=/ 1C/
—l—/1l—IND /—/ L—/1C/ DIiC/ —/9%1 /1/1D—LAD

icicsr C /— /— L—/—LAD.

Taking rest or using Nyasa 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 Raga is as follows:

Aroha:nSMgMP=®nS

Avaroha: D1 C/—/ " L— "IAND / &O— 1/ L—LAD

D1/ 24 D21 L°PADMD—"— ,—/TL—"DD 1 ?AD

1202l —/—L L —=—“717C/“—/ 7L —
DU—/1l—=1/7L7LD— 1 —L°’N —“/D1 D1 ' /D1 D /7141
— 11—/ D1D/1D17C/ —C/—{— D 7L 7— S/ 7L DI—LND.
Bagesri:Ye ri ye mein kaise kar au- 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. Sg M, M g M D,
DnD,D-M,g,SR,S. SnDnD,MP D Mg, SR, S. Another composition
“Yada karu dhyan dharu mata Saraswati’*!- is sung by kaushiki Chakraborty in

the album Geetinandan.

Barwa:‘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 Desi.
SR M P orP g (Sindhura),M P Mg R or M P DNS (Kafi); R P R g (Desi).

Dhani Raga -Considered to be a light Raga, it is used mostly in Tappa, Thumri,
and Bhajan. V.N. Bhatkhande assigns it to the Kafi Thata. 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 SgMPnS, Avaroha: SnP Mg S

Vadi, Samvadi: g, n

Chalan: g S gMP nPnS &S nP Mg gS MPgMPn PnS gSn Pg gMPn P
Mg SLDI—/1/001/ —LID—/1—/1 /1D IDL /L L—/1 /
—J 0. 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 Raga and is also preferred as an evening Raga.

Composition: ‘Dinana mahananda manao sakhiri’ in Teental.

Stalwarts suggest the following:

Aroha: gMP nPgRnS Sg M P n g Avaroha: SnPMgn S
Vadi, Samvadi: g, n

Pakad: nP gg Sg

Brief Chalan: Rn SgMP ggS gMPnPnSSnPnPgSgRnNS
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
MPgMdPorPnMPgMdP is suggested.

The phrase g R n S of Dhani also separates it from Dhanasri which employs g R
S.gMnP MPgRn S is the catch phrase.

A limited use of Re is allowed as in phrases g R SRnSgMPnP nPMg
RSn Sg.

Hansakinkini Raga: Hansakinkini is perceived as a mixture of Kafi and
Kamod. The suggestions are as follows:

Aroha:NSG M P N S Avaroha: SnDPMgRS Vadi,

Samvadi: P, S

Chalan: S NSGMP PgRSNNS GMP MGS SGMP nDP MPMG
MPgRSMP NNSnDPMPShnDPgMP gRS. D 9DI1—/
JIADYI9D |I—/ —IDDI—/39C/ —/— 1| —/LAD—/ 939D
1C/—/0 1C/L—/ L AD. 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 suddha Ga and suddha 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:NSGMPN S

Avaroha: SnDPMPG MPMgR
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NNS

‘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.*The following pakad and chalan
IS:
PAKAD: SGPgRS
Brief Calan: SG MPgRS SGMP MG PgRS M PNS
NSgRS DnDP MG SGMP gRS
Patadeep Raga- ‘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 "3,
Patadeep has Komal Ga and Suddha Ni with all other svaras suddha. The
prevalent form has suddha 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 nyasa on Suddha Ni the phrase SgR S

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

2The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Harsakinkini.’

3The 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: NS Mg M P N S Avaroha;: SNDPMgRSN SgRS

Vadi,

Samvadi: P, S

Pakad: SQMgRSN SgRS

Jog: ‘Dhana Jobana nadi nao sanyog’- A madhyalaya Teental composition
composed by veteran performer Pt. Ajoy Chakrabortyji. PnSGMPGM 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 Patiala
vocalists. The Sthayi of this composition is based on the phrase
GMPMPGMgSgS "P °n S. The Kirana composition ‘Sajan more ghar ayo’ is

also very favourite among North Indian musicians.
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Kannada ang and its allied rags:

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.*

Adana Bahar Raga: An amalgamation of two popular Ragas, Adana and

Bahar. Structure of this misra raga is often debated.

Three views are given below where Sa is taken as vadi and Ma as samvadi.
Vocalists use this Raga in three different ways:

1. Dha is totally avoided. 2. Suddha Dha is used in the AROHA AS MDNS'".
3. Komal Dha is used in the avaroha as a kan svara.*®

Presenting a chalan:

NSMgPMnP S nPMMPg MRSN SgMP nPM gMPgMRS

nS MMPgMnP SRS NS MMP g MSRS SMM MPgM nn NS
NS NP gM gMPRS.

D—L/=1/ D 1/——/L —A\DI1DLl—/ L/ — L—/1L—NAD
10 —//l—1/ DOAD 90 —~/ L —DAD O—— —/1— 11
12903/ L— L—/AD.

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: SQMP nP N
S Avaroha: SnP MMgMnnP M gMRS.

Type I1: Aroha: SgMP n P gMDNS

4 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. ‘Adana Bahar.
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Avaroha: SnP MMgMnnP MgMRS

Some scholars avoid Re in aroha, but is in favour of engaging both forms of
Dha, though in vakra formasinndn Sandinn D n P.The ragangM nD N $
reflects the pure Bahar-ang and the raga is sung in the post-midnight hours.
Other features are:

Aroha: SgMPdnPnS Avaroha: S NRS nDnP gMRS

Chalan: SgMPS nS ndnS RS gMPgMRSnP MnDNS ndnP gMRS
Adana Rdga: ‘Bajata mrdanga gawata Dhamar’ — A Dhamar composition in
tal Dhamar’. The popular Raga 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 Raga:-

Aroha: SRMPdNS

Avaroha: SdnPMPgMRS Vadi: Sa

Pakad: SANS dnPMPgMRS

Composition: ‘Gagari mori bharana nahi de’ in madhya laya Teental’.

Adana acts as a switch-over Raga for the ragas that are elaborated in madhya
and tar saptak.

Chalan: nnMP S nP MPn dnP M gM RS MM P S dnS RNS nP
gg M MRS MP S RS SnSP nM P S dnP MM Pnn g MR S
RnSg MM PnP

11—/ D1/ —/1 9/ — 11— AD—— /D 1D AN1D 1/ 1L
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— —AD —/ D AD DID/ 1— /D L/ —/— /11 L —A D
N1 DL —— /31 /.The basic structure of both Adana and Darbari is almost
the same as in the following:

SRnSdShSSRMgMgMRS

MPS"d"dSnSdnSR S
MgMg M R § MgMg M RS NSR"d"dNS S'dnP
nnPMPS nMPMgMg SRS

—/0 6P ED1D LIDAD
T = AN ANDIOANYCT ey DD e s

19 /—/D01—/"1L71L °AD

nSRMPnMPS"dndnSRRSnSndnPRMPn

rrrrr

rrrrr

Aroha: nSRgMPnS Avaroha: SnPMPgMRS 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: MPMP Sdn $S

Uttarang of Darbari: MPMPPdPdnnS




Page |68
The following calan of Adana totally omits Dha:

Chalan: M M RSuS MPnP nnPM Pg gMRS PnnP M Pn S R R S
MPSSRSnnPS PnnP MPng gMRS. —— AD1D—/9/
19/ — /LI—=AND /33 / — /1 DANAND—/DDAND1LL/
D /91/ —/3L L—AD. 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.

Darbari Kanada 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: nSRgRS MPdnS Avaroha; SdnP MPg MRS Vadi,
Samvadi: R, P

Svara-Sangati: nP
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Pakad: gRRS dn S R S.*6A 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; NSRMP dn$

Avaroha: SnP gMRS Chalan: RRSnS Rd nP ndndSnS RSnS RggMRS RMP
ddnP MPdg MPndndnS nSR MPdnS RgR SnS ddnP MPdg MRS.AADLD A&
1/ 1L ID ADID ALL—AD A—/ £/ —/ 6l —/1 9 G0 90K —/ €D
NN DD €€/ —/& —NAD.The phrases with touch svaras and a vakra

avaroha are given below:

Aroha: SR Mg Mg M P nd nd sn S
Avaroha: SndnP M PMgM RS nSRS
Pakad: n S R Mg MRS nSR RdnP

Alap: S nSRMMpP MPnd nd SnS SR Mg Mg MRS nSRS SR SR Mg Mg MP
M P ndndnPnMP MgMgM RSRS

SR Mg Mg M P nd nd n PMP nd nd nP SnS dnSRS SRMgMgMRS RRSnS nd
ndnP nMnP S Mg MgM R S

DION——/—/1 61 CDIDON—L —L —NDODNDDADN—L —L —/ — /
16163 /31— /—L—L—ANOND

ON—L—L— /16161 /—/ 16161/ D10 L1DAD DA—L—L—AD AADLD
1616/9—1/0—L—L—AD. <Tero rap 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: SRgMPdnS Avaroha: S d n P MPgMRS Pakad: ggRSRS MPndnP

MgMRS
A chalan, based on the above composition is given below:
DIONA—L—AD 1OND 1 LD ——/1 &1 10 ALD OAN— /1—L

—AD AD1D A—AD1D IDAD 161D —/1600ND  Di/A—/1—L —AD
ND1LD A—NADLD N\D1 &1 D. 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 nS Calan: /10A
SGNDN—L —L —ND— /1—L =18/ —/1 QD 1IN DL 1A L/L I—

NO.

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:

.....

Aroha: nSRg MP dn$ Avaroha: SdnP MPgMRS Vadi,
Samvadi: R, P

Pakad: RnSRd dnRS MPpdpdnP MpRgRgMRS
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.....

gMRS MPpdpd nS Sg pdpd n n $.2 A1D AD/ &7 CIAD 1D AL ALAL AL—AD

—// QA /0 —/N1—ND—/ € L1001 & €190,

Composition: ‘Akbar ke darbar gaye guni’ in Teental

Komal Dha is always vakra and Andolit in avaroha. Komal Ga can also be used

straightasM g R S.

Aroha: S RgMPdnS Avaroha: SndnP MgMRS Chalan: DAD 1DALDA L/
178D AN ND N—/ —1—ND N—/ K1/ —/ 0 DA ALADID 161/ [—A

9D,

Bahar Raga- ‘Kaliyan Sanga Karata rangaraliya’’- A popular Raga associated

with a happy mood that indicates joy. It is considered to be a Raga 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 That 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 Thata its vivadi svaras, Thata is Suddha 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=8W1n507eDa0
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Dha in the avaroha. The svara- sangati of Suddha Ma and Suddha Dha (MD)

can be made very beautiful .8

Bahar combines well with some other Ragas like Basant Bahar, Bagestri
Bahar, Adana Bahar, Bhairav Bahar, Hindol Bahar, Malkauns Bahar, etc. In
most of these jod Ragas, the unique Bahar ang lies in the phrase n D P MP g M

DN . Bhatkhande provides further data on Bahar as follows:

Aroha: NS gM PgM "DNS Avaroha: S nPMPgMRS Vadi, Samvadi: M, S

Pakad: MPgM D NS.

Experts suggest the following scale and chalan for Bahar: Aroha: SgMP"D
N S Avaroha: SnP M P g M RS Chalan. MMPgM DnPDDNS DNPNM
PUMDNSRS DnP g M RS g M D N S NSRRS ggMRS
RSNSRNP M DNS RDnPMgMDnD NS.——/Ll— C1/CC19D
Ci/1— /L—CI9DAD Ci/ L — AD L — C 9 D 9DAAD
LU—=AND ADIDAN/ — C3D ACL/—L1—CiC 90.
Another version is :

Aroha: nSMMPgM n D N S Avaroha: § nP M PgM RS Calan: SM MPgM
nDS nPMP g M RS M MPgM DNS D n P MPGMD N SRN
SnnPMP gMRS.D——/1l— 1 C D i/—/ L — AD — —/1—

CiDCY1/—/1—C 9 DN N1/ —/ L—AD.

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 SR ¢ R § N S. Musicians often use Dha in
avaroha in vakra form as in the phrase R N § D n P. According to the
compositions available we find that Bahar is sung mostly in the tar saptakas in

the following:
Aroha: SMP Mg MDnS

Avaroha: RNS SDnPMPMg MRS

Pakad: SMPMgM DnSnP

Aochar

SM MPnPMgMgM M n D D n SNNPMP

Mg Mg M gMPMgMSR S gMDNSNRgRNSNDDnDnP g M P

Mg M SR S Antara gMDnS NRgRNSnD
DnSRgRS RNSnDn M P Mg Mg M gMPRS.
O——/1/ L l——1CC110OvW1/—/

LTl — L — /7L —=2ANDI—CID9AL AIDICCICL/ L — /

L —°AD 1 A L—C1D 9ALAYDILC.

C1IOALAD ANdD 1 C L — /7 —L 7L — L—/AD.Bahar is sung with

the use of Gamak and the alankars are also gamak based. From a new view

point:
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Aroha: SgMnDNS Avaroha: SnPMP g M R S Vadi: M. Another

traditional composition ‘Bahar ayi ayi re, gunjata bhramara kunja kunja mein,

dali dali phuliyan chayi re’- is set in drut Teental.

Pakad: MDNS nPM Important phrases: nP MP gP g M RS MnDN SRS
RNS n PM MDNS . Musicologists are more liberal in the use of Dha in
avaroha. According to them, once the Raga swarap of Bahar is firmly
established, Dha can be directly employed in avaroha as in the phrases S D D n

PNDPMP NDPMPgMRSn D P M g M. Other points are:

Aroha: N SGMDNS Avaroha: SDnPgMRS Pakad: SRSM MPgM g M

D DnP M PgM RS

Calan. SNS SRNSM MPgM SRNSM M PgM RS g M D
NNDnP MPgMD MDNS DNSRNSRRNS DNPRGRSS Dn P

MPgMRS

290 OA990— —/4i— OAYO0— — /Ll— AOD L — C 19CL/

—/1l—C —CIID CIDAIDANID Ci/AIADDCYL / —/L—NAD

Raga Suha Kanada: 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 ~S. SnPMRSRg~MRS. The andolan of komal gandhar in Suha is

one shruti higher than in Darbari.
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Sughrai Kanada: Phrase 1- g~ ™M TR0 P’,
Phrase 2- MP"0PNS00’, 3" Phrase- MgMIMOORSR0S00’

Another composition ‘Nainana so dekhe maine eka jhalaka mohana ki’*® is
composed by Ustad Faiyaz khan sab of Agra Gharana and is often sung as Suha

Sughrai.

Nayaki Kanada: This raga has two forms, one with Dhaivat and the other is
without Dhaivat. The calan without Dhaivat gives the following outline:
SRg~MOIMORSR)S

SRg~MPn"P00’,MPOMPQ0™P~R~g~~IMPMRSRS1S SR~ MIRPROOPOQIRMPOMP~

R~g~~gMPMRSRS

Sahana Kanada:This is an Uttaranga pradhan raga which has Dha as its vadi
and Ma as samvadi.  Andolan iIs on  komal gandhar

S™MM PMg~~MDODOQP"" P0Dnpy> DMPMgOMRO0S?,

Devsakh: A beautiful composition ‘Nanadiya mori jage’*® sung by Pt. K.G

Ginde too falls in the Kannada ang.
Husaini Kanada Raga:

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

49pjoy Chakraborty, ‘Raga Suha Sughrai’, Youtube Video, 4:31, Oct 02, 2015,
https://www.youtube.com/watch?v=K8NAIXqswlg

50 K.G Ginde, ‘Raga Devsakh’, Youtube Video, 2:09, July 04, 2013,
https://www.youtube.com/watch?v=2GOVhUwBkJ8
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the basis of the importance given on Ga and Dha. The following features for

Husaini Kanada are: Aroha: SRgMPDnS Avaroha: SnDPgMRS 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 Kanada: A traditional composition ‘Man Mohalinu shyam sundarana’®!-
of the Agra gharana is sung by Ustad Yunus Hussain Khan sab in drut Teental.

Kafi Kanada: A beautiful composition sung by Vidushi Ashwini Bidhe
Deshpande ji- ‘Kanha kumar ke kara ballava’®?is 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=XWIh_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.>- 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: SRgM PnP nS AvarohaR nS DnPgRnS. Both the types
are performed during the three hours before midnight.

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 ang raga.

Kaust Kanada Raga-‘Man Bhavana meri rasana’>*,- composed by Pandit Jaan

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.>®

Kausik Kanada is another Kanada ang raga. It is performed during midnight

raga, with the following features:

Pakad: nSM gM Pg MgRS MdnS nd MdndM Pg MgRS

53The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Kafi Kannada.’
54 JRan Prakash Ghosh, ‘JAan Prakash Ghosher Gan’, P-119.
55The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Kausi Kannada.’
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Chalan: S ndnS SM Mg MgRS ndS M MgP Pg RgMgRS MdnS S SM MgRS

SndM g Pg MgRS.

Composition: ‘Rajan ke sirtaja raja Sriram’ in Ektal. Another raga named Kausi
differs from Kausi Kanada with a touch of Suddha Ga. Overall the raga has a

unique combination of Malkauns and Kanada ang with the following features:
Aroha: SgMdnS Avaroha: SnPMP gMRS Vadi,
Samvadi: M, S

Pakad: SgMdn PMPgMRS Chalan: SgMPg RSnS SgMPgMd nP MPg MRS

ndnS
SgMgMg Pg MgS MPdnSRS ¢MRS 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 phraseg M dn S Snd

M g. The following calan denotes:

SRnS Rd MdnS MgRgM MgMdM MgP PM MgRS MgMdn MdnndM gMdnS$
SRnS RgMgRS RnSRd dnS SndM MgP PM MgRS. DALD A& — 1D —IAL—
—l— ==/ /——IND—1—& —Q11 6— 1— D DAL Al—LAD ALDAL
€0 D1 &— —L/ /— —LAD. In another opinion Kausi Kanada has a blend of

Suddha Kanada and Malkauns. This variety totally omits Re and the calan is:

SnS ggnS nSggM MgP ddnP nnPMPg MgnS MgP MPdnS nSggnS gg¢SnSd dnP

MgP MPg MgnS.
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Nagadhwani Kanada: A charming composition: ‘Hamko bisara kahan
chali™®- is sung by Pt. Jasraj.
Abhogi Kanada Raga -‘Carana dharo aye mope daya karo’>’- a traditional
composition sung by eminent vocalist Ustad Rashid Khan, is set to madhyalaya
Jhaptal. It is also called Abhogi, a Kanada-ang Raga allotted to the Kafi Thata.

Taking Ga as komal swara Pa and Ni are totally avoided.SD Mg M R Sis 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:SRMg M SD §
Avaroha: $°D SD M Mg Mg M SR S Pakad: SSDSDSRMgMgMR S
Alap Phrases:
S$D’D SSRMgMgMRRDSSRS MDMMgMR S

DCCODATLTLTA NN —C—"L—AD

SRMDSSDMDSDS
RMRRMgMg MRS DSRDSRSSDMD SDDS
MMgMDMMgMgMRSRDS

OA—COOC—COCD

AN— NN L L —ANDCOACOADDOC—C DCCD

56 pandit Jasraj, “Suha and Nagadhwani Kanada”, Youtube Video, 17:05, Oct 14, 2016,
https://www.youtube.com/watch?v=KTngtwxzhyl

57 Ustad Rashid Khan, ‘Raga Abhogi,” Youtube Video, 17.32, Nov 24, 2011,
https://www.youtube.com/watch?v=N7IVbB2-POE




Page | 80

— L —C—"L7L—AD"CD

DSDDSRMRRMM
DMMDDSDDS RMRRMRRMRR M R Mg Mg M R S
COCCOANA—AN——

C——CCOCCIO A—AA—AN—AN—AN "L L —AD
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Sarang ang and its allied rags:

Sudh Sarang:‘Sunahri vo din vapas arahe’®& ‘Jare Kagava’, are some of the

beautiful compositions in this unique raga.

Badahans Sarang Raga ‘Ali more ghar ayo’*®- 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. Badahans Sarang falls under the

seven varieties of Sarang together called Sapta Sarang. V.N. Bhatkhande assigns
the Raga to the Kafi Thataand to noontime, but some later authors place it

under the Biiaval Thata.®°Other points are:

Vadi,

Samvadi: R, P

Pakad: nP MRSRMPnP N | nPMRS Chalan: °n Pn P MRS
RMPMPnP NSn M n P
MRS S °n S RM MP MPnP NS SRS SnP
PMnPMRS SSNS MRMP

19 /—ND

N—/—/17 9101 — 1 /

8 Ajoy Chakraborty,“Geetinandan 02”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-19.
59 Jeetendra Abhisheki, ‘Raga Badahans Sarang’, Youtube Video, 09:52, Sept 23, 2016,
https://www.youtube.com/watch?v=gUMq8TkCn6A

80The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Badahans Sarang’




Page |82

—NDD 1 OAN——/—/17 9D OAD D1/
/—1/"ANDD 90 "A—/

Some informations from the Gwalior tradition:

Aroha: SRMRMPN S

Avaroha: SnPMPPMRRNS vadi,

Samvadi: R, P

Pakad: SRMnPMRMNRS

Chalan: SRSNPN S SRM

RMPnP nMPMR MMRNS RMPNSNS SRNSnP nnP

MPMRMRMPYRMMNRS
DADI /9 D DA—

AN—/1/ 9—/—N —A9D A—/9D9D DA9ID1/ 11
/=7 " N—N—/"AN—"9ND
According to some other opinion, the Raga is derived from Vrindavani Sarang

by applying Suddha Ga in avaroha in a controlled way. Presenting this view

with the following details:

Aroha: SR M P N S Avaroha: SnP M P GMRS Pakad: RMPnP

GMRS nPNS
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Calan: D90 1OA—AD9DOA—/ /1 —ND D1/ /909 0N—/1/—

/ 10239 /—/ A—/ 1 —AD.

Vrindavani Sarang Raga -‘Jare Jare Bhavara piya pas’®!- 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 ‘Jau mein tope

balihar’%2- 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 That, 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 Suddha and komal Ni in
the aroha and avaroha respectively allotted to Vrindavani Sarang. As a vivadi
swara, a touch of suddha Dha is also popular among Jaipur vocalists.
Bhatkhande offers the following basis for Vrindavani Sarang: Aroha:

N SRMPNS Avaroha: S ,nPMRS Vadi,

61 JAan Prakash Ghosh, “JAan Prakash Ghosher Gan”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim
Banga Rajya Sangit Academy, 2002), 33.

62 Jayateerth Mevundi, ‘Raga Brndavani 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 PMRS Compositions: ‘Piya bidesa gavanava’ in Teental®.

Typical phrases used in the poorvang are P R M R while in the uttarangn P M

R occurs repeatedly. The following calan is:
Aroha: SRMPNS Avaroha: SnPMRS

Vadi,

Samvadi: R, P
Pakad: RMPR MRPRS
Calan: OAAD—A /—AD DA—A —A 90D

IDN—N—/ —/3%/13—/"ANN—/"AN— / 9D DAID L A /—

/71 —/ AN—7/7 AN— AN 1L

OAN—/1/ — / 3 D/9—A3—/92DAD DA—A'DD A3 C 1 /
N—71/7 L—/ N —NA 1D Composition: 'Mai na jau hari pas ri sajani’ in

Ektal, by V.D, Paluskar. Pakad: RNSRMP PnMPR RS

Chalan: /—NO ANID1OAND—/1—/ NONAOD——//993/

1"/ N—/——N—33/ L/—N /—N\D
In another view the scale is:

Aroha; NSRMPNS Avaroha: SnPMRN S

83The 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
ragarap of Sarang. Another typical Sarang phrase is MPnnP MPNS.
Meends and kan svaras should be avoided to keep away the Malhar- ang. This is
mandatory because Sarang and Malhar Ragas have similar svaras: Malhar-ang:

Ph®hM P MP M M MR RS
Sarang-ang: nnP MRN S
Other points are: Pakad: MPNNS PnPMR MPR MRN'S

Composition: ‘Langaraiya hum sanga na karo’- a beautiful composition sung by
Pandit Rajan Sajan Misra is set in Madhyalaya Teental. nPMR RNS MRP
MPnMP SNSRNSPnPMR S SRM M PPnPMP MPNS PnPM

MRS
The Kafi-ang phrases of Vrindavani Sarang are:

NSRMR RMPnPMR M PN §$n P nPMR RMPnMP PMR M R
MRNS etc.Pakad: RMPMRNS Chalani MRSNSRMRRMRMP
MPnP  nPMPPMRMR MRSNS RMPnPnnPMPRMRMP
MPnMPNNS nPMRMPNS PNSRMRNS PNSnPMRS

SnPMPM R M RSR NS
—ADIDA—AN—NA—/ —/Y/ Y/—//"A—AN —ADID
AN—/9/99/—/N—N—/ —/1—/99D 1/—N—/90D

JIDN—ANID /9D31/—AD D3/ —/— A—NDA9D.
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Miya ki Sarang Raga -‘Ban Thana aye aye ho, mero man bhaye ho’® — 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 Sn D S, have close relationship
with the Malhar ang.The structure is as follows:

Aroha: SRMRP MPNS Avaroha: SDnPMR SnD 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 SR M P m P D N S. Dha is omitted in avaroha. Musicologists
add:

Aroha: SRMPmMPDNS

Avaroha: SnP MR 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:

NS R M R NS (Vrindavani Sarang) nDn D NN S (Miya Malhar) N Sn P
(Vrindavani Sarang) MPnDNNS (MiyaMalhar)

RMP RPMMR (combination)

Lankadhan Sarang: Desi in Poorvang and Sarang in Uttarang- The traditional

54 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’®- is sung by reputed vocalist
Prof. Shruti Sadolikar.

Madhmad Sarang: ‘Ranga de ranga de ranga rejava’®®-a madhyalaya Teental
composition sung by eminent vocalist Pandit Pradeep Dhondji.

Samant Sarang: ‘Sachi Kahata vaki kou na mane’®’- sung by Pandit Yashwant
Bua Joshiji.

Ambik Sarang: ‘Pari hoon tore Paiyan saiya’®- a madhyalaya teental

composition sung by Late Pandit K.G Gindeji.

55 Shruti Sadolikar, ‘Raga Lankadhan Sarang’, Youtube Video, 20:08, Jun 18, 2017,
https://www.youtube.com/watch?v=INDvIxZIRgU

56 pradeep Dhond, ‘Raga Madhmad sarang’, Youtube Video, 8:51, Aug 11, 2010,
https://www.youtube.com/watch?v=2ybmcBImYm8

57 Yashwant Bua Joshi, ‘Raga Samant Sarang’, Youtube Video, 29:00, Nov 22, 2017,
https://www.youtube.com/watch?v=ppBgZwTmRsQ&t=1370s

8 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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Malhar ang and its allied rags:

Mirabai ki Malhar:‘Jagat Janani mata Chandi’®- A rare raga composition set

to madhyalaya Teental sung by Pandit Ajoy Chakraborty.

Chanchalasa Malhar : 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 Thata 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 Suddha Ma as the vadi and Sa as the samvadi and is close to the

raga Devsakh, a Kannada ang raga. The swara komal ga has a unique presense

in this raga and dhaivat is totally avoided.
The Raga’s scale is presented as:

Aroha: S RP MP nMPS Avaroha: S nSnPMgMgMRS.The second half of

avaroha (Mg ...) is frequently used.

The ragang nR S n P MP S could be very appealing.Composition: ‘Ghana

ghata ghor re’ sung by Pandit Ganesh Prasad Mishra.

Charju ki Malhar Raga- ‘Chatur bhuja jhulata shyam hindor’’°- Nayak Charju

created this raga in the durbar of Mughal Emperor Akbar (1556-1605 AD).

V.N. Bhatkhande assigned the Raga to the Kafi Thata. It is aseasonal raga that

59 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 Raga
in the following style:

Aroha: SMRP NN $

Avaroha: SPDPMgMgMPMMRS

Vadi,Samvadi: P, S

Calan: SRSN SSMRPPDP MgMgM R S MPnPNSS SMg M RS
NnSPDP nMPMgMgMRg. One important feature is the use of

chromatic Ni(both forms of Ni one after another).

Dhuliya Malhar Raga -‘Barkha ritu ayi, ritu ayi’’*-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 Des ang using svara-

sangati MR. The following chalan is:
Catch phrases: MR MM PPPNnDNMPS NSnDP M Pn D P MRMMP

There is a controversy in using Suddha Ga as it is totally omitted by many

musicians. The phrases are:

Aroha; SRMRPNS Avaroha; SnDPMRN S Vadi, (No Dha in
Aroha)
Samvadi: P, R

According to many musicologists, the phrasesn DP Sn D P D P M R S Dhuliya

Malhar are similar to Ragas 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




Page |90
seasonal raga, often sung in the premidnight hours and has the following

features:

Aroha: SMRPn DN S Avaroha: SnDPMRMgMgMPM MR S
Vadi, Samvadi: P, S

Pakad: MRPnDPMR

MgMguPMMRSChalan: O A/ 1C/ L —/—N—1—1—/——n

OA101C90 — ~ C90190 101C/ /1—/N/ 1I—/—N—

——/——ANAD
DADA9DCLCD —/—/IN —/C/LA CLC—LL—LAD

Des Malhar - ‘Badariya ghir ayi kari’- Acombination of Malhar and Des 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.”

There are two other combinations of Des and Miya Malhar, Des and Gaud
Malhar. The Des-Miya Malhar variety has the following calan: Aroha:

SRMPNS nMP nDNS

Avaroha: SnDPMGR Pg MRS. Ga and Dha are weak in the avaroha. Pakad:

RMPnDP DMGR PgMRS NSDnD NS RMGRGS.

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. “ De$ Malhar.”
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The Des Gaud Malhar variety has - Aroha: SRM PN SDPMPDS Avaroha:
SNDPMGRMRPDPMPMGRGS Pakad: RMP nDP MPDS DPM

RM RP DP DMG RGS.

Miya Ki Malhar Raga- :‘Jor ghata ghana aye jaha sakhi’- a beautiful
composition set in madhyalaya Teental. A raga is accredited to Miya Tansen
and it is associated with the rainy season.Set to the Kafi That, 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

unigue characteristic of this raga. Its basic features are as follows:

Aroha: RMRSMRP nD N S Avaroha: SnP MP gMRS

vadi,
Samvadi: 1. S, P
2. M, S (acc. to Bhatkhande)
Pakad: RMRS nP M P nDNS
P gMRS.

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 S 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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ragas. Pakad: R MRS NSnPnD NS RS.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 S in the aroha and g M R S in the avaroha are
unavoidable. Phrases like SR 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 Pn M P. Komal Ga is added as in the avaronhi
phrase °(n M PMgRgRg M R S.7
Megh Malhar Raga:

This is a typical raga that favours the monsoon. ‘The raga omits Dha and Ga,
even though a few compositions employing Dha are available, according to
V.N. Bhatkhande 7*.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: SRMPnS Avaroha: S n P MRS. There is another dimension where
both forms of Ni are used by vocalists.

Sur Malhar Raga -‘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.
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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: SRMPNS

Avaroha: SNPMnDP g M R S

Vadi,

Samvadi: M, S

Some celebrated scholars avoid Ga, but some do apply.

Aroha: N SRMPNS Avaroha: SnDPMRS Vadi,

Samvadi: S, M

Pakad: NSRM PnDPM 'PMPR MRS SnDPnDPMRS.

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.”®Some more points are:

Svara-

Sangati: S n DM Pn D P Pakad: n M P nDP Brief

Chalan: RNSS nMP nDP MRP MRRS MPn MPNS nPnMP SnD
MPnDMP MR PR SNS. A9DD 11—/ 1C/ —A/ —AND —/1
—/909/1—/ D1C —/3C—/ —A /A D1 D. 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: SnDMPnDP

nMPMRM MRMRP M RNS
Composition: ‘Barasan lage badara’ in Ektal
Ragas like :
Nat Malhar : ‘Umada Ghana ghumada ghir ayi kari badariya’- ® A
madhyalaya Ektal composition sung by Pt. Sarad Sathe.
Ramdasi Malhar: ‘Madho Mukunda Giridhar Gopal’- 7" The composition is
set to madhyalaya Teental, sung by Pandit K.G Ginde.
Sudh Malhar:‘Dhum dham te ayi badariya’’® — sung by veteran vocalist Smt.
Subha Mudgal.
are also classified under the Malhar ang.
Gaud Malhar Raga -‘Jhuke ayi badariya sawanki’- A popular variety of
Malhar. There are two main variants, one supporting the Khamaj Thata with
Suddha Ga, and the other supporting the Kafi Thata with Komal Ga. The
Suddha Ga version is more familiar at present but both variants are attractive.
The application of Suddha Ga classifies Gaud Malhar from other traditional
Malhar Ragas such as Miya Malhar and Megh Malhar. This Malhar variety is
also a monsoon Raga. Nishad is limited in the ascending. The following details

are for the Suddha Ga variety:

Aroha: RGRMGRS RPMPDS

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: SDnP MGMRS

Vadi,

Samvadi: M, S

Pakad: RGRMGRS PMPDS D PM
Composition: ‘Kahe ho hamaso pitama’ in Teental.
There is a Kafi Thata variant with Komal Ga:
Aroha: SRMPDS

Avaroha: SnP 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

Suddha Ni.

Aroha: Type I: SR M P D S (Avoided)

Type II: SR M P D N S (with Suddha Ni)

Avaroha: Same for both: SDnP MG MRS (with Komal Ni)
Vadi,

Pakad: SSRMGRS RPMGM PDSDnDMGRS
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Chalan: PNSRS SRGMGRGRS RPM GPDPM GSRGM GRGRS RP
DnP DNSDnP MGRGRS MPDNSRSNDP DPMG SSRGM  PNSRS
SGMRSNDP SNDPMG RGM. PNSRS SRGMGRGRS RPM GPDPM
GSRGM GRGRS RP DnP DNSDnP MGRGRS MPDNSRSNDP

DPMG SSRGM PNSRS SGMRSNDP SNDPMG RGM.

ZI0ND DOAI—IAIND A/— |1 /C/— IDAIl— IANIAND A/ CL/
CidC1/ —IAIAD  —/CIDADIC/  C/—1 DOAI— /9
DA I—ADIC/D9C/—1 Al— /90D ODAI—IATAD N—
| /C/—  IDAI— IAIND N CL/ CidCl/ —IAIAD
—/CIDADIC/ C/—I1 DOAI—  Z9DADDI—ADIC/ DIC/—|
Nl —

In reality, the two forms of Ni are seen in aroha. Komal Ni is used as in Dn P. In
the poorvang, Suddha Ga has a small andolan but it doesn't produce any specific

mood. Researchers add the following:
Aroha: SRGM MPDS

Avaroha: SDP DnnPM GMRS

Vadi: M

Svara Sangati: n P (P D nn P)

Pakad: GMRS SRGMPM
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Chalan: —A/ —IA/— Al |l—/— —N\/ Cl1/ —I— —A/CCDO
—/Ci100C/— /Cl1/ |—N/ —I—ND —N/ —IN— Al |—/—
—/N\/ C11/ —I— —A/CCO —/CI00C/— /CLL/ |—N/ —I—ND.

The ragang MPDS is used instead of M P D N S. 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 nP M G. Researchers present the following features for Gaud

Malhar with Suddha Ga:

Aroha: SRGMGM M P D N S Avaroha: S DnPGM GRGRGRS Pakad: RGM

MPDnPM GRG RS

Chalan: SNDNS RGMGM MPM PPMGM GRGRGRS SRGMPM
MPDnS  SnnPGM  MPDNS  SRNS  GGRNS  SRGMGRGRNS
MPDNRNS SDNPGM GRGR GR S. SNDNS RGMGM MPM PPMGM
GRGRGRS SRGMPM MPDn§ SmnPGM MPDNS SRNS  GGRNS
SRGMGRGRNS MPDNRNS SDNPGM GRGR GR 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 Pancam. If the alap commences with NS R G R M, there is a

change-over to Malhar with M MR P D n P. Researchers present further details:

Aroha: NSRGM MRP M P DNS
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Avaroha; SDnP MP MGRS Pakad: RGM MRP MPDNS DnP MPMGR

GRSNS.

Chalan: SRNS GRMG MMRMRP MPDnP nnMPM MPDNS RS SDnPM
SNDPM PM M RGRSDA9D  IA—I — AN —/CL/ 19—/—

—/C92 AND) DCl/— DiC/ —/——AIND.
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Kaus ang and its allied rags:

Candrakaus Raga- ‘Rangaraliya karata mose kahe §yam’- There are several
versions of this Raga, centered around Dha and Ni. Experts have tried to

explain this unique Raga by approaching into several conclusions.

It has evolved using Suddha Ni and Komal Dha. According to scholars the
upper octave has the phrase d N § RS 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 Raga, and the main characteristics are as follows:

Aroha: SgMdN d N S R S Avaroha: SNd M g S g M N SN $ Vadi,
Samvadi: M, S

The Suddha Ni-Komal Dha variety has the following features:

Aroha: NSgMdNdNS Avaroha: S NdM gMgS Vadi,Samvadi: N, M

Pakad: MgSN SgMdNd M g M g S Chalan: SNdSNS gMgS NS
MgSN MdNdMg NSgMg dMNANS MdNS gMgS NdMg

SANMdgMSgSs

—ID9 DI—L3 € —L—ILlD Calan:D96D9D L—ID 9D —ILD]
—C96—L  9Dl—L £—9€£9D —€9D LI—ID 9 &=L
D £9—6l—DLD The contemporary version is allotted to

midnight hours. Following are the features:
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Vadi,Samvadi: M, S

Pakad: gMgSNS SN S
MMgMdNSNdMMgMgSs
Chalan: MMgMMgsNSNdNSMNANS MMgM NdNS
NdMgS SgMdN MN dNMg M d N d N S gSN dMgS MMg
NNdNS NSNdM MgMgM gS
NdN SNdM MgM MS NdNdMMgMgSgMgSNS SNS
MMgMdNSNdIMMgMg$S
Chalan:—"L—"L 9D0'€3D2—"€9D —7L— "€iD
Te—IDDI—L9 —9 £97L— €9 €9 D109 £—1D—"4
1'¢9D 90" 6— T1—l—1D
€9 © 96— TL— 7D '€9 £—71 —LDComposition: ‘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 Suddha 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: NSg MdN S Avaroha: SNd MgS  Vadi, Samvadi: d, g
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Pakad: gMdN dNd MgMgS Calan: D90 1190 OL I—6 & —I
119D L—€ 92l—€ D ¢ &—1 119 D D92 DL L—g €9

I—€ 996D D9 €92 09 96 —L LL90D.

Jogkaus Raga ‘Pir Parayi, Jane na déta balamva’’®- A misra Raga having the

following features:

Vadi,

Samvadi: M, S

Chalan: SNdN'Sn 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 NS confirms the
presence of Chandrakaus, through Suddha 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 raga of the Malkauns-ang. ‘Chandrakauns is a Raga of the
Malkauns-ang, Jogkauns too may be considered as a Raga of that genre
(Malkauns-ang) *.£The following features: Aroha: SGM PdPM dNS$ Avaroha:

SNd PdndPM GMgS

Pakad. JNSGM PdndPM GMgS

7 Arati Ankalikar, ‘Raga Jog Kauns’, Youtube Video, 31:27, 9 Jan, 2012,
https://www.youtube.com/watch?v=rrBekFOnMOg
80The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Chandrakauns.’
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Chalan: S d N S dNSGM PMPM PdndPM SGMPM PMGrGMS GMdNdP
dndPM dNSNgS dNSgSNd M Pd ndPM GMgS D & 1 D £9D1— /—/—
/=D —/—/—IAID |—£9 6/ @ 6/— £9D91D 10009 £ —
/% 1%6/— | —1D. According to a source, Jagannath-bua Purohit popularized

Jogkauns.

Malkaus Raga:‘E Pi more mandarava’- A drut composition set in Teental. ‘It
was one of the principal Raga s of the old Raga -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 Thata. They
have some justification in their claim, because in some rare instances Suddha
Re is used as a vivadi svara. However, it is customary to identify Malkauns with
the Bhairavi Thata8!A traditional Raga, allotted to the modern Bhairavi Thata.
V.N. Bhatkhande illustrates that due to the absence of Re and Pa in Malkauns,
some scholars put it to the Asavari Thata. The argument lies around the
presence of Suddha Re which is used as a vivadi svara. Generally Malkauns is
compared with the Bhairavi Thata. The svaras used are Komal Ga, Komal Dha,
Komal Ni, and Suddha Ma. Re and Pa are omitted. The Raga ’s basic features
are:The svaras used are Komal Ga, Komal Dha, Komal Ni, and Suddha Ma. Re

and Pa are omitted. The Raga’s basic features are: Aroha: nSgMdn$
Avaroha: SndMgMgS

Vadi, Samvadi: M, S

81 1bid, ‘Malkauns’.
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Pakad: Mg Mdnd MgS Compositions:
1. “Yeri kab ave, Sajanse kahu jiya ki bat 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 Raga Hindol. Hindol is unfolded by separating
Re and Pa from Kalyan. Similarly, Malkauns emerges by removing the same
two svaras from the Bhairavi Thata. Researchers state that some vocalists use
Re and Pa as kan svaras in Malkauns to intensify its beauty and give the

following calan:

MgnS ndn dMdnS MMgS nSMg M d g MdndM gMS dnS nSgM gMndM
SndndM gMdnS MgS ndndM gMdnS ndMgS. Pakad: dnSMg dMg MgS
Sargam: SndM gMgS SMgM MndndM dnSgSndndM ndMg MdSnS gS
ndndMgnS gMdnS nd M g SO1 6— L—1D D—l— —1 61 &— QD[ €1 &—

16— —D D91 —1IDI—ED1 £€—ID

Malkauns is also recognized as Malav Kausik. During Ragadari Ga, Dha, and
Ni delivers proper andolan and it is performed in the three-hours before sunrise.

It has following features:
Aroha: S Mg M nd n S Avaroha: SndMgS Vadi,
Samvadi: M, S

Pakad: d n S M g SgMgS
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Alap: S ndnd snS SngS dnS MgMnS dnS MMgMndndMg gMdnS nd$n$
dnSdnSndMnd ndMg gMdgMn$S Antara: n S g M d n S SndMgMdnS$ dnS Mg
MgSMgM MngS nSnS gSndM ndndMg SgMdg MpS D161 & 1D D1LD €10
—[—10 Q40 —I—1 Qe 1—aD 1010 Q0016 16—
I—C—91D 1 A :1DL— €10 e—1—aD 9 — = >—=[—-—D

1990 {09 6—9 € L DI—& —4D

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: ggSnSM M ggnS Chalan: SnS g g n S ggSnSgd dn nS SndnSM M Mg
ggnS gM MdMd Mg sg sg nS gM Md Mg dn dn Md dn dn $ nS dnsd dMg Mg

sgnS.

‘If Re and Pa are added, the Raga becomes Sampoorna Malkauns which can

have phrases like g g » SR S gMddPPMorMd nndPM gMdg gS RS .82

Suryakaus Raga- There are different versions of Surya kauns. A very rare
composition ‘Jananananana bichuya baje’- sung by Ustad 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 Raga 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 recording®, 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 S(RGMPMGMGgS.

It is a unique Raga where Komal Re is totally omitted but a touch of Pancam is

rrrrr 4

present. The use of komal ni in the phrase GM"dNSSSSSNS is controversial.
The following denotes short calan of this raga:

Vadi,

Samvadi: M, S

Calan: SGMGS MGMPEM NgNS NDPM SNDPM 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:SgmPn$ Avaroha: SnPmgS. Composition: ‘Mane na
mane na mane na’®*- set in drut Teental.

Nandkaus: A beautiful raga created by legendary vocalist Pt. Chinmoy Lahiri.
The composition ‘Paru tore mai paiyan’® is set in madhyalaya Teental.
Sampoorna Malkaus: 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=c33clducVgy.

85 Chinmoy Lahiri, ‘Raga NandKauns’, Youtube Video, 09:46, 09 July, 2018,
https://www.youtube.com/watch?v=4czu0JpBI68&t=85s
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Unique Bhairavi

Bhairavi Raga - ‘Jau myaya tope balihar Data’- Bhairavi has a rich culture of
using only komal svaras with Suddha Ma and Pa. It is apparently the most
favorite raga among Hindustani Ragas and the unique name is considered very

propitious.

‘Bhairavi is an all-time Raga , 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 Raga
would be Bhairavi, and therefore Bhairavi is also considered an auspicious

morning Raga . Traditionally, after Bhairavi, no musical piece is performed .8

In medieval texts it is mentioned as a ragini of Raga Bhairav with an eternal
mood. Khyal 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 ragarap. For example, Suddha Re is applied in the
aroha and all the twelve notes are used by performers.Suddha Ma can be usedas

vadi and Sa as the samvadi. Here are the following features:
Aroha: SrgMPdn$

Avaroha: SndPMgrS Vadi,

8The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Bhairavi.’
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Samvadi: M, Sor d, g Pakad: Mg SrS dn S

Alap:g SrS dnS g MgrS SndP gMdI.IS dnSrS MgrS nSgMP gMPdP ndP Snd P
g rS n d P ndMPg Srg MgrS Antara: dMdnS S£S grg MgrS StinSd SdP PdMPg
rgMgrS.L DAD S0 L —IAD D1 &/ [—&D SDAD —LAD IDI—/ L—/ &/
16/01 £ /L A01 £/16—/L DAL —IAD 1 A : QD DAD AL
—IADDANIDEDC/ / s~/ L AL—LAD.

Given below:

SdnS gMddP gMgrS nSgMP ddP ndP gMdnS nSgrS nfS ndSndP 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: SQMPdPMg SrS Alap:
Sthayi: D1 &1 £ LALADIADY O L10AL

L—IADWDI—/ S/—L/ /R 6—/ —l/ [— @016 CDAADL D
/ Q—C/—[—DAD Antara: L— 10140/ QOALL—CADIDADL & /—&/—L
L—LAD. 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. ‘Bata chalata nayi, chunari ranga dari..” — 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 MgrsS.

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 gMmMgrsS.

Suddha Ga and Teevra Ma: gMPdndP MGMmMgrS
Suddha Dha: gNPDnDndP

Suddha Ni: g SrSINSNSrS

Suddha Re: dnSRg RgrS

Adding the Pakad we get: gMdP gMrS or, SrgMgrS

Alap: SrgrS rnSdnS Srg gMgrS nSgMP gMPM gMrS dnSrgrS SgMPgMdP
dndP dMPgn gMPdndP dPdMPgM SgMP gMrS dnSrgrS.

PgMdnS dnStS SndPMgMg PdnS dnStgrS tSnSdP dndP gMdnS SfgMgrS
tSnSdnS SndP MPggMP gMrS.

DALAD ALD LD DAL L—IAD IDI—/ Ll—/— |—AD SIDALAD DI—/1—%/

L&/ —/1LI—/ QS &/ —/1—Dl—/ L—AD LLOALAD.
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/l—Q0 GOAD N &/—Ll—L /9D QOAIAD ANDs/ QG &/ 1—aD)

IN(=IAD AL D &/ —/LL—/ L—AD.
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Sri-ang

Sri Raga - ‘Harike carana kamala’®- A madhyalaya composition set to Jhaptal.

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 rmPNS Avaroha: S 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 md N S.

Aroha: SrmP N S Avaroha: SNdPmMGrS Pakad: Srr StPmGr dm Gr GrS
In a different view:

Aroha: SrmPdPmMAPNSDA R/ /< £/90

Avaroha: fNdAnPdmPmrGrSA 9 €1/ €/ ZA |1 AD

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: rrPMAdPMrGrSAA /ZC/ZA | AD

Phrases: OATAD DIAI X/ /79 O TA9D DA A/ /XX / XS/
AN/ X | ZADDA A/ L/ I & 96 X /70 TA9D A
X/L/Z/90 94D DA A=A TAID DINI6e/26 9 A & 9 A 9
/N /A TA9D.

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, rmPNS or m d N S are also used
frequently.

Triveni Raga - ‘Kalindi Saraswati’®- 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 ragarap of Triveni:

Aroha: STGPAN S
Avaroha: SNdPGrS

Chalan: SrGrS NrGr GPGrGrS PGPdP NrNdP  SNdP  SSrNdP
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:

8 Jitendra Abhisheki, ‘Raga Triveni,’ Youtube Video, 17:36, Oct 17, 2015
,https://www.youtube.com/watch?v=1NqgirqzVhc
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Aroha: SrrS SrGPdPS Avaroha: SNdP PG rrS
vadi,Samvadi: S,P
Pakad: SrPdPS  NdP GPGr

Chalan:  SINdPS rGP NdP ¢NdP PGr rGrS PPdP S SfS fGHGrS

SNENAP GPGGr PGTS.
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Poorvi and its allied Rags{roorvi- Pooriya Dhyanashri-Paraj-
Basant}

Basant Raga - Since the beginning of 20" Century we get various types of
Vasant evolved out of the basic scales- Vilavala, Purvi, Asavari, Marwa &
Bhairavi®® 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 S 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: SGmdrS Avaroha: tNdP mGmG m d m

GrS

8 Prajnanananda Swami, Rag O Rup, p- 88.
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Vadi,
Samvadi: Tar S, P Pakad: md ¢ S SfNdP 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: mdrS SINdP mGmG

Chalan: P m m G mG mdS S NdP mGmG mdrS NdPmG NNdP mG mNdrS
tNAPmM G mdS fSNAP MG MGIS. / X X | Z| XLLOAD 16/ Z1Z|
XD 1/ 196/ 2| IADAIL/Z | X £D AD 16/ X
< | AD. 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: SG m D N S Avaroha: SNAPmGmMG mGrS Pakad:
SNdP mGmG Alap:SNrS GmGmdNdmP mGmG mGrS mdNS dNSNd
mPdmPmMGmMG NdPm dNfS dNSfS NSNd NSNdmP GGNdmP GmG mGrsS.
SG mdNSNrS dNfG thGrS SNFSANSNAP dmPm GmG GGNdPmMGmMG mGrS
dmdSN f $G GrdmhG mGES SSNdPm GmG mGrS.D9AD | X |12 L9 62/
ZIZ] ZIAD ZELID L1096 Z/6X /21X 16/ LIAD L1040
AID9€ 91096x/ 1196/ 1Z1 ZIAD. DI ZLI094D LA T
ZIAIDIIND L9096/ £Z/Z 12| |19/ 1Z | ZIAD £Z639 A
Ol IZEZ T ZIADDID /2 |21 ZIAD.

Some other view:
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Aroha: NrGmdNS Avaroha: SNdP mGmG rS
Vadi,
Samvadi: S, m

Pakad: SNdP mmG mGrS NSMG mdNrS Chalan: NSNdP mGmG GmNdmG
MGrS SM MG G m d N S NdNSfSNdP mdNS SNdP GrStS NdNdP SGrmGrS
N d m d SNdMG 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 S. A pakad and a

string of svara-sangatis:
Pakad: m Df S

Svara-Sangatis: ¥ SN dP PPmG mGrS SMNdPmG mdNrS. Scholars are in
favour of omitting Ni in the aroha along with Pa, and instead provide two types

of aroha:

Aroha: 1.SrSGmd S

2. SrS GmdNS Avaroha: SN dP m G P GmGrS
Vadi,

Samvadi: P, S

Pakad: DAD | X IAD Z/& Z|1X| ZIADCalan: DAD | ZIAD &/
ZIZI LI/ TN Z I ZIADD>IZ—] &/ 12| ZDIDAD

'AIADYI IS/ Z1Z | ZI1AD.
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Deepak Raga (Poorvi ang) Composition ‘Deepaka kathana karata’® of Pandit

V.N Bhatkhande is set in madhyalaya jhaptal 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: S P GPGIS SGP mdP GmdPS N SrS P

GPGrS. Experts state the following:

Aroha: SGmGPdPNS Avaroha: SPmdPGrS Vadi,
Samvadi: P, S

jati:  Vakra Shadav

Chalan: SN SrS G m G P mdP mG mdmG PG rS NS mdPNS mPNS NfS

GPGrS.

Gauri Raga (Poorvi ang)‘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’*'According 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’®?- is sung by Dr. Ashwini Bhide Deshpandeji.

9OKaivalya 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: SNAN rG rmGr Sr NS

Chalan: mmGrS NdN r rGrS mdN St # GfS SSPP PmPd mG mGrS. <= | AD

TCIA AIADRZCIDANK TADDD// /R /LR | Z|AD.

2. Gauri with Suddha Ma and Teevra Ma.

MdPM rG rm GrSIN S. D969 AIAZIADAID — — Z|1—Al A ZIA

DAAIDZ EZ LI DAAIAD—| —C/—A | AZ 1ADAT D

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 GGISN

Calan:9A 12/ ZIADY Al 1Z/Z 1 1ADY /£969D /69D 949 &/%

| </ | DAD9D. 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:SrmPdN S

Avaroha: SNdPmMGrS

Pakad: SNAN rG rmGr Sr NNS Sr NNS

Brief Chalan: SSPP mmPdmG rm Gr Sr NNS SNdN rG rmGr Sr NN S.

According to a different viewpoint, Dha is dropped in Aroha and Re held weak
by using it in a vakra style, such as Sr S G M P. Teevra Ma is vakra in avaroha

like NdPmMGmGPGTS. Scholars add:
Vadi,
Samvadi: P, S

Chalan: NSGrSGmPmG M G rSP mP NS ¢GfS NdP mGPGrS NdNdP
NSGIS. 9D 1 ADIZ/Z | — 1 AD/ X/ 9DAIADIC/ ZI/1AD

169% 901AD.

Malavi Raga - Use of komal dha brings raga Malavi under the Poorvi ang.
whereas the Suddha 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.® The raga structure is as follows:

Aroha: SrG mP mdS Avaroha: SN P m G r S Vadi: r Svara-Sangati: GP

Pakad: PGrrS SrSG mGrG mdrS NPG GmG SrS.

Chalan: rrS rrGrm PPGr G m G r S SSGrS rGPG NPG GGmG rGr mGr PmGr
rS mG mdS rGrS S NP mdS SNPmMG rGmPmG PGrS SrS. Some artists favor
Suddha Dha, in place of Komal Dha, and place the raga under Marwa That
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: NS G m d S Avaroha:

SNPmMGr GPGrS Vadi, Samvadi: G, N

Chalan: N'S G r S GmGrS GmdS NPmG PGrS NrS%. The famous composition

‘Anga sugandh’ belongs to the Marwa ang.

Paraj Raga - ‘Chalo hatho Kanha mose bolo na’%- 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 f
N d P in Basant while in the phrase S 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’
9 K.G Ginde, ‘Ocean of Ragas’, http://www.oceanofragas.com/#.

9 Vidushi Lalit Rao, ‘Raga Paraj,” Youtube Video, 09:32, July 21, 2016,
https://www.youtube.com/watch?v=MyclGoNHIGE
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with alaps resting on itasin MG S dNdN S £ N S N fGfSN 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.%
Vocalists often conclude their tans on Ni as, for instance, in the phrase

SrSNAN. Other basic points from Bhatkhande are:

Aroha; NSG mdNS

Avaroha: SNdP mPdP GMG MGrS

Vadi,

Samvadi: S, Pa

Pakad: dP GMG mdNS and SNdP 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 S N dPmPdP

GMG shows the movement in Paraj.

The calan is:Aroha; NS GmPdNS Avaroha: SNdP mPdP GMG m G r S

%The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Paraj’
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Pakad: S NSfS Nd SNdPmG dmGrS Calan: SNS GrS GmG mdNS NdP
mPdP GmG m G mdNmdS NdNS SNdP dmdmG mDS NSfS rNS GrS NSNS
NdSNdP dmGrS.3 9343 9 & 39 /= | &Z | AD Calan: D9D 1AD | X |
XD/ Z/6/ 121 % 1 69T 1690096/ XX | ZCD
IDADAIDATAD 90490 1 €09 &/ SZ 1 AD.
Here two types of aroha are given:
Paraj 1- NSG mdNS$

Paraj 2- NSG MPd mdN$

Flavor of raga Kalingada is seen in phrases like SNdP dNdP GMG. Paraj has
the following phrases: S G MP dmd NNS GMG MPd P GMG etc. Meend is

generally avoided. Other points are:
Pakad: SNdP PGMG

Alap: 901 ZIAD DI 1R/ /1—1 ZIAD X%/ L9667/ 269D
DI/ /11— | —//—1 —IAIDDIR/L/ CI6X/ZEIDIA DI X
'ADDAID36x//1—1 ZIAD.

Madhya and tar saptaks are suitable for raga unfoldment. Another view of the

raga is as follows:

Pakad: |—€9 096/ 2/6/ |—| ZIZIADCalan: DA | Z/ | —| Z1AD
/T I—1 ZLID 9%/ 1—IAD €909/ L9094 DI'AD D96/ /=<

|—] ZIAD I ZODZLIADIAITADIDIC/ | —1 Z | AD.
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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 mPdNSFS

Avaroha: SNdN dPm dM mGrS

Pakad: N S £ S N d N Calan: SNdP N dPdM PG NmP d M G mGrS NS
GmG PdNS dNSfS

Rewa Raga : PdPS00’ PdPGrG00’-Some scholars relate Rewa with Raga
Triveni as both belong to the Poorvi That 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 S-S dPG PGrS.%7

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

9The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Rewa’
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Chalan: SrS SdP PdrrS GrdP PdPGr SdP GPGr rP PdP StS GrS GPGES SrS SfS
SdP rPdPGr GrGPGr SrS.%80AD D&/ /CAAD |AS/ / S/ 1A DS/ 1 /1A
A/ 7S/ DNDUAD N/ VNDDAD DADDS/ A/ S/ 1A 1AL/ 1A DAD. 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: SGrGrPGPd S

Avaroha: SdP G Gr Gr S

Vadi,

Pakad: GrGrGr PGr rS dPS (Sri)

PGPdPGrGrSGrG (Poorvi)

The following featuressuggestGa as the vadi:

Aroha: STGPdS

Avaroha: SdPGrS

Chalan: SrG rPG GPdP GdP PdS tSGfS dPGPdP GPGrG rS dPdS. DA | A/ |

\/S/ S/ ZSONINAD /N 6/ 1 /1A AD /D

Lalit: Amir Khan’s rendering of madhyalaya Teental composition ‘Jogiya mere

ghar aye’ is a masterpiece.

% Ramashray Jha, ‘https://www.parrikar.org/music/poorvi/jha_reva.mp3, 1:47.
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Din ki Pooriya- ‘Chalo chalo ri ali mandirwa’- sung by Pt. Jasraj. No pancam is
used in this raga.’*®* NrGmdNrNdmGrS, NrGmdmdNrNdmdmG, GmdmGrGrS.

The raga has fast movement.

Pooriya Dhyanashri: 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.

9%pandit Jasraj, ‘Raga Din-Ki Puriya,’ Youtube Video, 01:30, May 21, 2014,
https://www.youtube.com/watch?v=gIGVI52dAMs&t=25s
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Todr ang and its allied Rags

Gurjari Todr Raga-‘Bhor bhai tori bat takata Piya’'®-Also known as Guijari
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 SN Sr g rgmgdmgrgrS NrS

Pa is a point of debate in this raga. The present form uses Pa in the avaroha and
shows the following raga structure: Aroha: SrgmdNS Avaroha: SNdmgrsS.

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: Nrgmd N S Avaroha: SNdmgrgrS 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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SNr Srg ™r g r N d NdN'dS dNrgrg °rgmg ™gmd dmgrgr™S NrgmdN Nd m Nd

SNfdS NSfSNd Ndmg rgmdmg mr 9rS.

NNdmgrgmdN‘d § dNSf SrgSrg mrgfNd mdSNdmg rgmdmgr grS. D3A DAL
FALA Y 190D CIAIALALRZL FLR 6 CZIALATD 1AL ET 96 =
TCOCIIDAD € 9 6L AL SZLZAAD.

19 6ZIALZ L% 6 D CI08 DALDANL AN € €D 621 ALZ CZIA
LAD.

Todi 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 S Avaroha: S Ndmgr S.

Pakad: dmgmd Calan: dNdmd NdmgrS SrgrgmdNS NiNdmgrS mddS 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: L & CZIAIAD K 69 6 LL ZALAD.

Calan: DS 9 D AL 1A & T LALAD DALZAL RIA LAD DALR & &I
ZIAAZZECLIZCIZED 1 COAMA TIT LAY CIIA 1T LIAL

LIDALAD.

Khat Todt Raga - 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 misra
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 SRMPANS and TeevraMain Srgm d N S.
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 dnS SndP MPgrS.
Use of both forms of Ma and the calan is:
Srrg gMPd dndS SndnP 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 mdNS Sf g S SdnP Ndmg gMnP mgr grS.

There is another version as given below:

Aroha: SRMPANS f g S Avaroha: SNdPMgrS
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Calan: IAD A—/ €36/ D1/ —L —/IND /6398 69 SFgRS 9 &/ CZIAD

C/ZIND AT CSIFSHS/ IR/ 69 6/ ZLAD.

Multani Raga - 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: NSgmPNS Avaroha: SNdP mgrS.
Compositions:
1. ‘Sundara surajanava sai re’ in madhya laya Teental

Multani has a typical calan: PgrS gmP dPmg gmPmg rS NS gmP dPmPm
gmPmg gmPN dP gmPNS NdP NSgrS N S N d P gmPNdP Pg mgrS. /LAD
R/ /LN /L AD 1D IR/ /RN / LR/ &/ L2 /9D
16/ 900AD9 D9 €/ 1Z/%%/ /L ZLAD.The raga has komal ga attached
toTeevra Ma as a kan svara, and the alap generally ends with the phrases d m P
mgmg, gmgrS. The other features are: Aroha: NS ™g m P N § Avaroha: S N

d ™P Mg™g mgrS Pakad: NS™gmPdmP™gmg.
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Calan: DA D9 /9 9D 9DFUAD I1D¥IR/ R &/ 1Z/3%/ 1=Z/9D
/9339 &/ =izl ZIAD 14/721=2 /90 10004 3 93<L JIZ /7L
/NSN3 7 /72N /97 TLAD.
Composition: ‘Nainana me an ban’ in drut Ektal.

Some variations in the pakad and calan:

Pakad: NSmgP mPmg mgrS Chalan: mgmP PmgrS NSmgmgmP PNdP Pmg

mgrS PMgmPNS NSgrS NSNdP SNdP Pmg mgrsS.
The following details give another glimpse of the raga:

Aroha: N'S™g m P N § Avaroha: SNdP mgrS Pakad: NSmgP mPg rS Chalan:
SNS mgrS Nd PdmPNS rS NSmgP gmgP mPdP dmPg rS Pmg mN mPN NdP

gmPNS £S i grS NSdP dPmPg magrs.

Saheli Todi:- 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 d S
dd S S d. Vadi is Komal Dha, samvadi is Komal Ga. It is a pre-noon raga. A

calan is given:

Aroha: Sr gP dSOrSrgrgPdndS rgrS Avaroha: dndP grgr S d S Pakad: dSrg Pg
rgrS rSd Compositions: ‘Kahe re jagava de’, in Ektal, by Kumar Gandharva.

Another view: Aroha: SrgP dndSAvaroha: SdndP 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.

Miya Ki Todr:- ‘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 agood 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 1%t VV.N. Bhatkhande gives the following chalan for Todi:

Chalan: N Srg rg mPdP mPdmg rgrS Nd grgdmgrg rS NS 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: SrgmPdNS

101The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Miya Ki Todi.’
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Avaroha: SNdP 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 NdN?®

Chalan: dNS grgrS NdP mdNS dNSrg mgrg rgmg mp ddP mgmrg ddPNdP m
dS r Sd N S rgrfSNdPmP N mdgmrg rrS.£9D LALAD 9&/ Z£9D
CIDAL RIAL ALRL T L&/ RIZAL C/96/2 O A D6 9 D

ANAD G/ 2/ 9 Z LT ALAAD.

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 NS 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: NrgmdNS Avaroha: SNdP mdmg ™rgrS Pakad: ¥dN'g ™rg rS

Alap: SNSrSNd MdSN'dS dNSr ggrrg ™rgrNd NdSN‘dS Nrérg grmg ™gPmd Pmg

Mrgr NS Mg Pmddmd Nd™ md mg™r grNS.
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SNdPmdN'dS dNSf gr gf gmrgfNd NdmPmd dmgrgmdmg — ™rgr™sS.
D9DADT & TPI%D L9904 LIAALFALAY S 92940 AL

INZL PR G /ZL PAIN D Bl 652 €9 65/ X LA LA,

39 6/ G5 G990 IA N [ZAINY €9 /6 L ALZCZL

“ALA™D.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 NdS

Calan: Srgr SrS rSrg gmP mg Pmdmg gmgrS NdNS grS SrgrgrS dNdP Pmgmd

d NSNANSrS NStSNd dNdPPdPmg mdNS SrgrS 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 ragrip we get: S N dNSr ggr grS grmg mr g rgmP mPg mr

gmPd dP dPmPg mrgrS ggmrgmdS SrgrS dNSNd Pgrg mgrsS.

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: dNSrg rgm rgrS Chalan: S NdP m d N S g r SrNS Srg mg mPmgrgmg
gmPdP dmPmg m PdP mdN NdP mdNdNS SrS SrigrerS rgriS Sigmg mrgr
SrNdP mdNS NdP mg mrgrS %2, Too much focus on Dha may bring the shadow

of Gurjari Todi.
Aroha: SrgmdNS
Avaroha: S N d P mdmg rgrS Pakad: dNSrg mrgrS

Calan: SANSrg rgr SrgrS NS NSrSNd dg mrg rgrS Srg mrmg gMPmd dP

Pmdmrg mdNdP mrgrS.
IMNANS d N S 7 StgrS SNASNd rSNd dgtS SNrSNSNdP Pmd mrg gmrg rg grS.
Typical Todi Phrases of poorvang: SrrgrrgrS

Phrases of uttarang: md Nd S N d N 7 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).

Bilas-khani Todi Raga: ‘Panchi tu uda ja pinjre se’'%- This Raga is linked
with Bilas Khan, son of Tansen. V.N. Bhatkhande classified the raga under

Bhairavi Thata.

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 Raga with pathos and the swara combination is S rg. Todi is
allotted to the Bhairavi Thata because all its svaras are komal. Bilas-khani Todi
is a unique blend of Raga Asavari with Todi and the following phrases show the

typical ragarup.

Limited use of Suddha Ma and Komal Ni in the aroha separates Bilas-khani
from Bhairavi.Phrases like g M PorPMPorSrgM gr Sshould 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 SdS 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 S tn dSgrgr S.

A different view presents the following:

Pakad: S rn Srg rg Mg rS Chalan: S rmn Srg MgrSSrnd Srg Mgrg rS dPndM Pg
rgMg rS SdSrg rg MgrS. O AL OAL —LAD DAL L OAL —LAL AD &/1L 66— /L
Al—L AD DAL AL —LAD. Composition: ‘Nike ghungariya’ in vilambit

Tilvadatal.
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Some musicologists suggest the following:

Aroha: Srgr Mg PdnS Avaroha: SndP dMgr gMgrS Chalan: Srn rmd Mnd Srg

MgrsSrMg ddP ndP PdMgr gMgrS MPddS nSn S MgrS tn d ndMgr gMgrS

DAL ALE =16 DAL —IA DA—L £6/ 16/ /S—Ih I—IAD —/ 6D 170

ONL —LADNL £ LA L—LAD. The following pakad and chalan are suitable:
Pakad: m SrgrSmdP MPdSrgr$S

Chalan: rSd Srg rg grgrS MMP ddP MPgg rrgrS MPdS tnddP MPddP dMP gg
rrS Srn dSrg.ADL DAL AL LALAD —/ €/ —/LL AMIAD —/ €D NI 6%/
—/ 68/ —7 L AND DAL COAL. To keep the raga away from Bhairavi, a
mild use of Pa in the avaroha as in SndP dndMgr g r S is recommended. Halting
on Re is prohibited, as it may get close to Komal Rishabh Asavari. Scholars

add:

Aroha: StgP d S Avaroha: SndMgr grS Pakad: P dndMgr grS. Chalan: Srd
ndS dSr rd Srgrg grgM pMgr gP PPdMgr rgMPMgr grS P P d nd nd SSSr tndS

Snd 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: rnSrgMPdn$
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Avaroha: SndMPdMgrS Pakad: raSrg MgP dndS ndMP dMgrS. Chalan: SrnSrg
MgrS Srd nSrgrS SrgMP dndP PdS nSndS MPdS SfgrStnS inSd 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 Raga away from
Bhairavi. Bilas-khani Todi is poorvanga- pradhan raga, whereas Bhairavi is
uttaranga-pradhan. Bhairavi omits Re in the aroha. Bilas-khani has the

following Todi-ang:
Srg grgMg rgrmS

Komal Rishabh Asavari applies the phrase r rrandS while Bilaskhani employs r
r nS 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 Asavari, the andolita komal dhaivat of
Asavari should be one sruti below its normal form.Glide suchaspdgor M P g,

which are common to Asavari should be totally avoided.

The svara sangati rg rg of Bilas-khani 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 : dnndStn dMg rgrS rnSrg rgrS.

Bahaduri Todi Raga ‘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’.1%

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 Teental 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 "d S Avaroha: StndMgr gRgrS Calan:

ALDALPAL ZNDAL ALAD/ L —L NNL—IAD— /716D

ORLOALPALAL A D AL 6—L AL AD. 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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Bhopal Todi: ‘4yo jogi ayo more mandirwa’'®- A beautiful madhyalaya
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: SrgPdS
Avaroha: Sd P g rgrS Vadi,

Samvadi: d g Pakad: SrdSrg

Jati: Audav Audav

Chalan: S'd S Srgrg P"g P PrgrSPd Sd SdSdPPd dPPrgrSSdSdS S ¢ S Sd PPd

dgPr grSD2ECD DA LA L7L /70 AD  /L°PC°PQPC/ /76 C/7ALAD

rrrrr

The following calan is:

Pakad: gPdPgrgPgrS Chalan: PdSrgPdgPdSdPgP  grSSdPgPdS  rgrS
dPgrSrSdPdP  gr S/ OAL/ L/ DG/l LADDS/L/76D  ALAD

SALADND S/ o/ LA D,
Another chalan is:
Chalan: dS S rS dP SrSdP gdPg
PgrS PdS rS grS dSrgrS dPg dgrSdP g PgrS £O D AD &/ DAD L/ L /L

JLAD /D ADLAD DALAD &/L CADS/ L /IAD .

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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Asavari and its allied rags

Husaini Todi Raga : A composition of the Agra- Atrauli gharana ‘Niranjana
Ki je'%- 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
iIsseen 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: SrgMPDnS Avaroha: SPnP dMPMgrg rS Pakad: DDn°nPd M PMgrg
rSChalan: SrgrS S PoP D n S Srg grSMMP PnP MPddP D D n S SPnP dMPMg
rgrS PaPDDnS rrigM %rgr S, DALAD O /17 C 1 O DAL LAD—/ /1/

—/ 66/ CCLID// S~/ LAAD /AL/CCIDAAL— A LAD.

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 Suddha Re and Suddha Ni. This version appears closer to Desi Todi.

Nyasa in Suddha Ni is observed.

Anjani Todi Raga: The raga usesboth forms of Dha, both forms of Ni, Komal
Ga, Suddha Re, and Suddha Ma. Poorvanga has the shadow of Desi-ang while
the uttarang has a blend of Kafi and Asavari. Composition: ‘Nidra hunahi averi

mayi’ 1%in Chautal. Anjani Todi is a pre-noon raga, and is a amalgamation of

Todi, Kafi, Asawariand Desi. Here suddha Dha is the vadi and suddha Ga is the

samvadi.There is another variety that is close to Jaunpuri.

The calan is: Aroha: SRMPdnS Avaroha: RndPMPgRgS
vadi,Samvadi: P, S

Pakad: SRMP MPdndP SnS ndP MPgMg RgS MdnS RMg RgS ndP MPS ndP
MPg RgSOAN—/ —/ K1 &/ DD 1 &/ —/1—L ND —Q0 A—L ND 16/

—/J1 %/ —/1 NLD.

Asavari Raga : ‘Kanha mohe Asavari raga 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 Suddha Re. Komal Rishav

Asavari and Bilaskhani Todi both have the same notes, only Vadi and Samvadi

1070cean 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~""*°RS- A typical phrase of Asawari.

gRSMRPMPOORMPN00dP,  MPdS”’SROSRgORS0’RNRSgRNdP,  SRndP’,

MPnndPMPdPMg~"**RS, Rnd~S, RMP"d~P, dPdMPRMOORMPg~RSRS. A

khatka 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 MPdMPq is not often used. MPnd’dMgr’ grndsS is used with

MPdSRnRSgRnd’dMg’grndS. 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 nyasa can be taken on dhaivat

gandhar and pancam.

It is a basic That Rag which is Audav Sampoorna. Asavari 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: SRMPdS Avaroha: SndPMgRS

Vadi,Samvadi: d, g
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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: DA—/ &%/ —/ L ND L&/ —/ ££0D DA—/ CUND —/ £ —NAD
1%/ «—/D1%/ —/ /1L ND. The following avarohi phrases give an outline

of the ragarap: SndP 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: SRMP"d"dS Avaroha: SndP MPdMP Mg Mg RS

Pakad: MPdMP MgMg RS

Aochar: D& CDDATLTLAD DA—"—/ ~L7LNAD

ON—=r"C /66— =/ G ONV C o/ 6— Co/—/717LDON ~L7LPAD

ON—/1 4 O —/10NAD ANDIDL €4 &/ 6— —& D —L—IAD. 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: SRMPSd S

Avaroha: S nd P MgRS
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Chalan: D DA’ DA— — L6/ —/ 66—/ UUND —/ —/° P DA

KON ECS/ —/—/QC/—/%/—/ LLND.

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.'®® 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. Ragas Abheri and Khat too have
the Asavari-ang. Ragas like Bahaduri Todi, Lakshmi Todi, and Anjani Todi

have shades of Asavari.

The Calan : DAL D A— / €&/ /L °NONL LD IND /—/LULANND £5/ %/
—/UN—/IND—/QCC/ 16/ —/7 6D DN 6 L6/ 6/ /IN—/LIDN

OALLD

rrrrrrr

N—/LLN DAL ££D. Another brief view:

DN—DNEC/ /— —ANA%/ — /—/L DAND—1) DNAD MDA &/

—/IND /D10MND 16/ /66— —/N& /—/—L ND. 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.

Devgandhar Raga: ‘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.'®There are two
versions of this raga, 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.*'°

The raga known as Devgandhar, is a raga with two Gandhars.
The salient features are as follows:

Aroha: M P d P S n'S Avaroha: RSndPMPgPgRS

vadi,

Samvadi: d, g

Chalan: MMP dP S n § nnS RS ndPdP gMP RS 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

Asavari and Dhanasri, with Dhanasri in aroha and Asavari in avaroha.

109 pt, Jitendra Abhisheki, ‘Raga Devgandhar, Youtube Video, 43:14, Jan 2,
2018, https://www.youtube.com/watch?v=IHloU6a-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 PdnS

Avaroha: SndPMPMgRSRuSRGOGMOMPAMPgRS PMgRS Pakad:

MPdMPMgRS RnSRGM

Chalan: S nd nd S SRMgMg MRPMP Mg Mg SR S

SRMP"d"dPdM MPnS RMgRS nSRndPdM ddPMPdPMg RSRn SRG
GMPMgRS. D169 £DDA—L—L "A/—/ —L —LDAD

IN—/1C C/ ——1D NA=IND1DNL &/ 6— CC/—/ &/—1 NDAL DA |
|—/—LAD

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: SR M P d n S Avaroha: SndP MgRSRGM Pakad: MPdMPg RS SRGM

Chalan: RoSRGM MgRS M PM Pd P PgRS RSPdnS SgRgRSRGM MPdnS

SndP nSRSgRS 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: SRMPdS Avaroha: SndP dMP SRGMPgRS Pakad: S d d P d M
PgRSRGMPPgRS Chalan: 3 &€ ¢ / &€ — ZLNDAI—/LND 10 N—/ S5/
NN =/ AN—7 S5/ s~/ N—r—/ S/ —/ /L ND NI —/LND
—/ 6 ONAD NS/ 16/ LANDANT—/LND. Yunus Hussain Khan, of the

Agra gharana, assigns the raga to the Asavari That. The details are:
Aroha: SRMP dPn$

Avaroha: SndP dMP gRS SRG MS

Pakad: gR nSRGM

Aochar:l\D DAl — AN—/ &/ 1%/ D&/ —/LND DAl — /—/LA D\ —
—/INl— —/0%/ LNON I — =36/ INDNI— L NOAD— / &/ D DAL
NOND DN =D DN LND DY &/ —/LND NI —DN—/D%7 DLAD AL—ND D
$/ —/LND.

Dest Todi Raga — “According to Vinayakrao Patwardhan, when Desi uses only
Komal Dha, it becomes a variant of Desi with the suffix Todi *''.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 That due to its
svara combinations. ‘Sachi kahata hai Adaranga yaha nadi nayo sanyog’-a
traditional composition set in Teental. This pre-noon raga has the following

features:

Vadi,

11The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Desi Todi.’
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Samvadi: P, R

Pakad: nS RPMg RSnS RMPRMP "dP MPgR PgR nS. Aochar: ALAD ALD
N—=r"/D /% /AN /— N\ DID—/D WD NAD D A&/ —/IA

N—/0 / &/ —/LADNLD

Andolan on Ga intensifies the attraction of the raga. The following details give a

short sketch:

Aroha: SRMPnS Avaroha: SndPMgRS Vadi,

Samvadi: S, M Svara-

Sangati:. Rn

Chalan: OO ALAD —/ N—/INDNLD —/ &6/ —/ L NDID A/LND 1D 1 &/

rrrrr

Some musicians use only Komal Dha while singing and call it Desi Todi. 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 suchasd P S P d M P RMPdP

dMP.
Pakad: /L ALADADLD 1:DALL DD N—/—/C/

‘—/ ANDONIIDID D AN —/ 39513 SATTTIADAPLND

V/C/—/ N—/ %/ &—/NDANLD
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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 raganga is as follows:

Aroha: S R M P D $nS Avaroha: SnSPDMPRgRSRS Pakad: PDSnS
RMPRgRS RSPDSNnS PD M P RgRSRS. A composition and calan derived from

it are given below. This contains both forms of Dha.

Chalan: —ILAD D1D1C/CDO1D DA—/&/—/ NND —/CNDID1C/
/8 S —7 —/7LN LND ND. The phrases Rn SRMP and RgRnS in the
poorvang and phrases MPS and PndPdP in the uttarang of the Avaroha keeps
the raga away from Jaunpuri. Desi is identified by its descending. Similarly
phrases like MPdg MPg or SdPg should be avoided to keep Desi away from
Asavari. Phrases SR M P S P d or RgRnS- 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: DA—/ —/*ALALD

—/ N—/ 1/ N——/ —/ NL NNDNID —/ /D" / «&/—/ 9D
/SAN—/ N NN —/D0N NNAD DY /. g Rg S R n Sis 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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Gandhari Raga - 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:
S dP dMPMg SRMP nSdP 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; SRM P d M P dn S Avaroha: SndPMPMg, grSrnSnS
Vadi,

Samvadi: d, g

Pakad: RMP ndP MPMgrS Svara-Sangati: Mg SR M P Chalan: S"¢"dSRMgMgRS
SMR PM P PMgMg rSn®nS MPdnSnS SniS SiMgMgrS nSRndP dMr
SO SFONLIND DA /— / /—1—L AD*ID —/L010 D140
SA—=(=(ADF13KLC/ —A “ALAD

Some musicians prefer the following calan:

Aroha: SRMPdnS Avaroha: SndPdMPgrS Vadi,
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Samvadi: d, ¢
Pakad: SddPdM PMgSR MPg , rS

Chalan: DA—/& &/ &/ ~L °A—/LA D ADAL LD L DA—/ K%/

—/ 60D QIOAD AIDAYL S/ s—/IADL &/ —/ —L DA—/LAD L1D.

Jaunpuri Raga: ‘Mohe garwa lago aye aaj’!*?- 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).1*3Jaunpuri is a pre-noon raga that uses only Suddha Re. The calan for

Jaunpuri is:
Aroha; SRMPdnS Avaroha: SndPMgRS
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 MMdnS ndP MPg RS ndP MPdnS RMPg RS MPdANS gRS
RgRS ndP MPSndP MPg RS. DA—/ €6/ 9 &/ ——€1D1&/ —/L ND1&/
—/ QD N—=/L ND —/690 IAD NAD 1/ —/D1 6/ —/L AD.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.’




Page | 152
Rishabh Asavari’. Including the phrases r n d and M g r S make it Jogi Asavari.

MPdnSdP is a dominating phrase of Gandhari.
Another view suggests the following:

Aroha: SRMPdnS Avaroha: RSndPMgRS

NDLOAD £6—/ 2 DA £0.

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:

Aochar- MPdn S nd P $n dMPMR M RMPMPS nd nd S S R Mg Mg SR S

SR°MP’RMP MP d M P Mg Mg SR S SRMPndndPdM MdPndP ddPMPRM M

PdnSndndP dVIP 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:

ONID A—/ & &/ &/—/ NN ANV ANCANCAD —/ € €D 10A0
N 6 S/ DN & S/ S/—/ NAL AD. Komal Dha and Komal Ga use kan

svaras from their lower swaras in this raga.
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Lachari Todt Raga : This is brought under the Todi That 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 RSgMRNRS G RGM GMP $nDnP MG RG RGM g MRSg

RNS PMg sRMg SR NS RG RG MGMP DnP SnDP MG RG M PdMP Mg

RNSD — |—/&—/ L NLTAID | Al— |—/ 1CL/ —1 Al Al— L
—ADL
ANID /—L A=LDANIDAI Al — |—/ CL/ DIC/ —| ANl — /6—/ —L
A9D.

Leelavati Raga: 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’* set

in madhyalaya Teental is sung by Ustad Gulam Hyder Khan. Other points are:
Aroha: SR gPdS

Avaroha: S d P gR RSRdS

Vadi, Samvadi: R, P

Pakad: PdP gRS dS.

114 Gulam Hyder Khan, ‘Raga Leelavati’, Youtube video, Feb 09, 2018,
https://www.youtube.com/watch?v=ize2cx7hxMk.
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Kalyan ang and its allied Rags

Kedar Raga : Composition: ‘Kanha re nanda nandan’**®. ‘A popular raga, also
known as Kidar, Kedari, and Keddrika. It belongs to the Kalyan That and is

assigned to post-sunset hours.11

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 NDSDO——/C/ 1CJ
Avaroha: SNDP mPDP M GMRSJ9C/ Z/C/ — | —AD
Vadi,

Samvadi: M, S—, O

Pakad: SM MP DPM PMRSO— —/ C/— /—/N\D

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 PP SorPD P S.

115 Rajan —Sajan Mishra, ‘Rdga Kedar’, Youtube video, Aug 12 2013,
https://www.youtube.com/watch?v=5RR2UHhuhDo
118The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘.Kedar’
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Another view of Kedar is given below:

Aroha: SMMPPDPND SO—%/ /C/ 1C1D

Avaroha: SN D P MPDP MGRSJ 9 C ./ —/C/ — 1 A\D

Chalan: S MMP DPNDSNRS NDP M DPM RS SRSNNDP DPMMMRS RRS
SRSNDPMmPDPM ~ PMRS.D— —/ C/9CDIADIC/ — C/—
NDDAD9 1C/ C/—= =AD AAD DADI1C/—=XZ/C/— /—ND. Some more
views are available: Ga is used as a kan svara like M ®P. Komal Ni is only used
only in the avaroha in a limited manner through the phrase DnDPmPDPM.

Raga proceeds as:

Aroha; SMPDNS D—/C97)

Avaroha: SNDP mPDnDP mPDPM MRSJ9C/ Z/C1C/ Z/C/— "N\D

Pakad: SM mPDmPM MRS D— < /CZ/—"AD

Alap:Sthayi:MMRS SM M®P PDmP DmPM nDmP DmPM MPDmPM SRNSM
mPDN SND™P PSND™P MPDmMPM MRS Antara: PDmMPS § SNRS SMVMRS

SRN SNDNDmMP DmPM mPDNmP DmPM MRS,

— N DO— —'/ /CR/ CR/—ICX/ CX/——/CZ/—DNID—
Z/CYD9C*/ /J'C*/ —/CZ/— ~N\D Antara; /CZ/0) DIADD>="AD

DAY D1CICR/ CR/—Z/C'Z/ CZ/— "D,

In other view:
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Aroha: SMPDNS orSM M PD PSO—/C93 AD——/C /D
Avaroha: SNDP m PD P MMRSD3C/ < /C / —N\D
Vadi,

Samvadi. M, S—,0O

Pakad: SSMMPPDPM MRS 20—/ /C/——A\D

Chalan. MMRS MMPPDPM SDPMPDPM MRS PPS SDP DPM
MPS NSMRSS DPmPDnDP M PM RS—AD) —//C/—3C/Z/C/—

—N\D //0C/ C/——/0 1D-ADDC/2/CLC/ — /— ND.

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 ragarap:

Pakad: SMCPDPmMMD—' /C/<—

Chalan. SRS M MPM DP™™ MRS SMCSP DMCPDPS NSDP™™ DMPM
DP™MRS DP™ SDPM MRS.DOAD — —/— C/*——N\D D—'/C—'/C/3

19C/*— C—/— C/*—N\D C/“— JC/— —N\D. 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 MGPmMPDNS. DAD——1 /Z/C9D.

Avaroha: SNDP mPDPM MRSJ4C/ < /C/——N\D

Pakad: SRS M MGP mPDM MRSOAD —— 1|/ Z/C——/\D

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 DNS DPmPDPMRS MMDP
DPSDNSRS mPDPM  RS.00— —/C/— —I|/  /C/Z/C—
Ci1DC/Z/C/—ND— —C/ C/DCIDAD Z/C/—ND. Kedar has four more
varieties which too are popular. They are Chandni Kedar, Suddha

Kedar, Jaladhar Kedar and Maluha Kedar.

Chayanat Raga - 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:  SRGMPNDS DA|—/9CD

Avaroha: SNDP mPDP GMRS D9C/ =/C/ | —AD!8

vadi,

Samvadi: P, RorR,P /, ANor A\, /

Pakad: PR GMP MGMRS /A | —/ —I—AD

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 PRRGMP™RS
is suggested. Suddha Ni is used in phrases like SN\D ™P P NSRS mP.
Komal Ni is used very carefully. Other points are:

Aroha: SRGMPP ™D™P S DAl —/ / *C*/ D

Avaroha: SND™P DmPPR S RGMPPRS D'C*/ CZ/“A 'A1—/7ND
Pakad: PR RGMPRS /A NI —/ND

Alap: S SDP PR °R GMRNS SR®RGRGMP PDmPPR ° RGM PM
MRS D™PPS SD™PPR S®RGR GMPRNS.

D°C/s /N 'N I—=A"DDOA'NIMN—/ /CZ7/N 'NI— /— —N\D
C*/7’3 DC*/7A 'AN1N 1—/AN'D  Antara: PDmPS SRNS
GRGRGMRNS SR NS SD"P PDmPSSD™P PDmPpR GRG RGMP
PRS./CZ /D0 DN'D'NI'ANI'—A'3 DN 13 DC*/ /C=z/D°C*/
/CZ/ NN M—77ND.

Composition: ‘Madhuri Murata Tum Ri’!® 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: DA | —/ C91C3 Avaroha: 39C/Z/ ANl —/ | —ND.

Chalan: DAl—/ —I—A DOAD OC/ //ND ANl—/ CC/ |—AND
Nl —/ CC/ Z/C/ DC/ NDC/ | —/ I—ND —/D AD DAI'—AD
/1'—=NKD AKD C/N | —/ | —ADAD.

Scholars present the following data:

Aroha: DAIl—/ 9CD Avaroha: D9C/</ |—AD Pakad: |—/
Nl —/—1—ND
Chalan: DCi/ AAl |I—AD DAIl—/ | —Al—/ C/ 9C3 Ci/
Nl —7 | —ND.

Composition: ‘Eri ab gunda lavori’*?® 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 S N D P GMR NS and SNDP RGMP GMR NS. 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:

113 Bhatkhande, Kramik Pustaka Malika, 4: 118
120 Bhatkhande, Kramik Pustaka Malika, 4: 124
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Vadi,Samvadi: /, A Pakad: /A | —A 9D Chalan: A9D A |— /1—A 90 C

N |—/ |I—N\D |—/9D ANiDC /N |—/ 1—N 9 D

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: 72010

JON N —"—IND C—70C1

Nat-ang: D’N'NI | —A C7D — Al —AD. In keeping with the above

statement, the following is the structure of the Raga:

Aroha: 9D |—/C/D

Avaroha: J9 C9C/ —IAD

Pakad: 1D 'A'A13ID Al l— —/A AL3D

Chalan: DC/'A19D'AN 11—/ /—/N ANI—C/ C9C/ DADIDI'A9D OC

CC/ Nl—/ /—— 7 1—NO.

Kadambari Kedar RagaAn 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: SRSMGPDNS DAD—1 /C1D
Avaroha: S NDSN NDPDMPMSRS

D"3CHDY IC/C—/—DAD

Vadi,
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Samvadi: M, S—, D
Pakad: SRSM MGP PDP NDP NDSN
DAND— —1/ /C/ 9C/ 9CD 1
Chalan: SSRS GPRGRS SMGP MPDPM NDP
NDS N NDPDPM SRS.
OOAND T /NI ANOD O— I/ —/7C/— 1TC/ 1CDA
1TC/C/— OAD
Bhupali Raga: ‘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 ragarupis as follows:

Aroha: SRGPDSDA | /CD

Avaroha: SDPGRSJC/ | AD

vadi,

Samvadi: G, DI, C

Pakad: GRSD SRG PGD PG RSIADCOAI 71C /1 ND

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




Page |162
vadi svara. »!Suddha Kalyan is very close to Bhoopali but it is
sampoorna in the avaroha. The following is the calan for Bhoopali:
Calan: S RSD GRG GPDPG SRGRS RGPDP GPGR GPDP GPDS
RSDPG GPDS DPGR GRS.

D ADC IAl 1/C/1 DAIAD ANI/C/7 L ZIN 1 /C/ 1 /CD DAD
| /COC/ 1A 1 AD.

Alaps can be over with Re or Ga as in the phrases GPDPGR SDPGR
PGR GRPGDPG etc. Finishing alaps on PaasinPDP S RGP
brings the shadow of Deskar.The following details are added:

Aroha: SCRGPSDSD '""A I ~°CD

Avaroha: SDPPGR SD D SOJC/7 IA°C CD

Pakad: GR PG GR SDSIA /| I ADCD

Alap : Sthayi: S SDSDS SRG S SDPSD GGRSRG SRRG GRPG
GRSDS GPD GPD SDSDP DPPPGR PSDSDSSDS SRSSSD PDPP
PGR GRSD®DS.

D2COCD DAL DDC/DC | IADAL °AAT IAZ1 TADCD | /C | /C
3CIC/ C/77 I A /3CICI7CD IADDPC /Cr//7 1A | A°CPCD.

Antara: SRGPDSD PGRGPDSSDSDS SRGSRGR

121The Oxford Encyclopedia of the Music of India- Sangit Mahabharati, s.v. ‘Bhoopali.’
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SRSSDPDSRGSRRG GRPG GRSDSDS SSDPPGRSDSDS.
DAl /COC /1AI/CD°C°CTO DANIDANI'N DADIC/CONIPANT
'K/ 17 IKPCPCT 33¢// 1 N°C2CDo.
A corresponding calan:
Chalan:
| ADADCDAL | /C/ZIANIAD DAL /1 //COC DD/C/1 Al/C
| /C/C/1 AI/CD DAD DCOD AI'AD DC/3C/1 1A |1/CCD
/7C/ 1 I ANIl/.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: SRGP D SDAI /CD
Avaroha: SDPG RSDOC/ | AD
Pakad: SD SRG PG OC DA /|
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
(SRGPDS SDPGR 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 SD S DA /| /
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’co

Avaroha: S SDPPGRSD 3C/ /| AD

Pakad: PGRPG GP SD P PG GGP SD SDS.

JIN| 1 /D3C/ /1 |1/ 3CD3CO.

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.

Hamir Raga:‘Jaha bhi ho tum raho chain se’'?- 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 Suddha. 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 S 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: DAD | —C 9CD

Avaroha: D 1 C/ Z/C/ | —N\D

Vadi, Samvadi: C, |

Pakad: OAD | —C

Alap:

Sthayi:1. OAD | —CC/ | —=N | —C/ | —ADAD | —C

2.0\D |—C 9CD 1C/ Z/C/ | —NA-1—C/ N/ | —ADND | —C

3. 0A\D 9C/ Z/C/D AAD |—NAD | —C/ | —AD DADIC/

| —C/ | —AD.

Antara:

1.D I—C 9CD 9CAD I'=AD AD AD 9C/ I—A |—C/ /1—A
OND | —C.

2. /7D DCAD I'=AD I'—=/1'—AD DAD 9C/ /I'—AD ND 1C/
Z/9C/ | —NI—C/ | —AND DD,

Some scholars reject Pa in the Aroha but if Pa is applied, the phrase
becomes m P D N § starting from Teevra ma. Staying on Ni should
be avoided. Details as given below:

Aroha:DA 1 —39C 93D

Avaroha: D1C/Z/ | —AD

Pakad: | —1C 1C /Z/1—AD

Alap: Sthayi:

1.OAI—"AANI—C 3C IC*/ /CZ/ 71 —ND.
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2. ON1—="C'c=z/ =/C1D°CIC=Z /7 1 —ND.
Antara:
ODAIl— 'C'COIAD JOAI'—ATJ DAID’CIC=/  9C=/
71 —ND.
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: DAD | —C3D
Avaroha:D 1 C/ < / | —AD
Pakad: D |—C C/</ |—AI—C/ | —AD.
Chalan: OI—C/ —I—C/ /I|I—N |1—/ /I1—ND /3DAD
| —C/ | —AD /Z |—CC9C/ CIADIC/ | —AI—C/ | —ND.
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: D1 —C19D
Avaroha: DC1C/ | —AD
Vadi, Samvadi: C, | (Pais the vadi according to another opinion)
Pakad: | —C
Chalan: D1—C/ |I—AD |—C/ 93C/ CIAD CiC/ |—CH9D
|—AD | —C9C/ C/1—AD. 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:
| —AD.
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: 9D1% 'C3DAvaroha: D 9C/ —/ |—AD Chalan: DI
| —AD DCYC/C/Z /D /%7 |I—AD 9D1xX'C Cx/ 1—"C9D
Z/C/Z/DNDCIZ/Cl | —ND.
Phrases like 2/C%1/CZ/ and ¥ /C90 show the Kalyan-ang while
Z1—ND and Ol —/ |— C/ C1C/ | —AD bring forth the Bilaval-
ang. Hamir raga can also be brought under the Bilaval That.
Kamod Raga: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 NDS Avaroha: S N D P mPDP GMP GMRS
Vadi,
Samvadi: P, R
Pakad: RP mPDP GMP GMRS!%
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 S Avaroha: S N D P GMP GMRS Chalan:
ON// C/ |—/ |—ND —N\// CC// Z/C/ DC/ |I—N /1—N\D
/70 ND —AD ADC/ | —C/ | =N/ CC/Z/ | —N /|1 —ND.
The following chalan gives another outline:
RP mPDP GMP GMRS DP MGMP PPS SDS SRS SNDDP RSDP
mPDDP mP GMRS.A/ X/C/ |—/ |—NAD C/ —I|—/ //D DCD
OAND 39CC/ NIC/ Z/CC/ Z/ | —ND.
The raga is vakra in both aroha and avaroha. Given below are some
other features:
Aroha: SMR P D P S Avaroha: $ 5D ™P MRP GMPGMRS.
vadi, Samvadi: P, R
Alap:
D°C/ DAD D A "A—DAD D "N/ /2C=/ C°C*/ C=/ TN/
| —/ 1 —AD.
/CZ/3 DAND DANID°C */1—/1—ND D—N/71 —/1'—=AD
—N'D /9DADDCZ/ /D | —/1—ND. If Ga is dropped in Kamod,
it becomes Suddha Kamod. The vakra phrases are GMP GMRS in
the poorvang, and P N S D P in the uttarang. It is to be noted that
Teevra Ma is often excluded. Adding the following:

Pakad: SRP GMP GMRS Chalan: | —/ |—A/ /C/0 923N 12C/
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|—/ |I—N 90N N/ C/ |—/1—ND. D9C/ C/D DND |—/
| —AD —AD /| —AD | —C/ CC/ DC/ C/ | —/
| —ADA/ C/3 DADDC/ |—AD A/C/D DAD I'—AD AADD
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 Kalyan Raga: The composition ‘Sab sakhiyana mila kar kara
singar-?* 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: O\ 1 | —ND 1 //79C//ZAN1 | |—DND // | 3C/

124 vikas Kashalkar, ‘Ragakhem Kalyan, Youtube video, 11:59, June 25, 2011,
https://www.youtube.com/watch?v=KFhv9aRYiKQ
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1C/ZAl 1 I—DOND/DOND//7 D 11— | / /79C//7ZNI. Ni and
Teevra Ma is limitedly used beside Suddha Ma.Re is used as P
GMRS as in Kalyan ang.

Sangam Kedar Raga: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: NS GMP mM mPD GMRS

Chalan: GRS MGmP GMRS PM PNDPNP RS NS GM mPM MPGRS
SRSMPM DP MM SRS PNNS PNSRS DP PDNSS RNS DPMP
GMRS RS.IND —IX/ |I—ND /— /79C/9/7 AD 90 |—
Z/— —/1ND DAD—/— C/ —— DAD /99D /9DAD C/
/C12D0 A1D C/—/ |—AD AD.

Savani Kalyan Raga: ‘Neeko Ladla’!®- 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 NDNP PS 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: SNDNDP SRS GPDS

Avaroha: SNDNDP GRS D Vadi,

Samvadi: S, P

Alap: SRSN NDPP S SS SRS S GG PPDP PDPD GPRSD

S SS S S S ND NDPP PG PP DDPP PGGP GRSD. DADY 9C//
0030 ONO O || 27Cr 7C/C | Z/NOC

D 0D D030 91C IC// /| s/ CCr// /1 1/ 1NDC

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 RGP D N S

Avaroha: S NDPGRS

Vadi,

Samvadi: G, D

Pakad: SNDNDP DN S RGPRS

Chalan: D39/9/D 9CIDAD DAIAI 1/AD 9C/9D |/C3C/
C/INI/ND /CID ADICIC/ C/IATI NI /ND.

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 GPDPS
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Avaroha: SN DP G R S Vadi,

Samvadi: G, D

Calan: SRS NDP SGRG PDGPD PDPS GRS NDP GPD GDP DGDP
GRS.DAD 9C/ DIAIl /Cl/C/C/D IND 9C/ | /C IC/ CIC/
| AD. The second variant is vakra sampoorna with the following
features:

Pakad: D |—/ /C/ |I—NAIND D—I|/ /1—N |—C/0 9Ci/
C/—I| —NAI1D 9C/NAD

Suddha Kalyan Raga: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: SRGPDS

Avaroha: SNPDmMGRS

Vadi,Samvadi: G, D

Pakad: ‘GRS, NDP, S, GR, PR, S’'% 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  ©PG®PPDP GRS
DSNDP PSD SSRGRS ND NDP PG 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: SRGPDS Avaroha: SNDP™GRS

vadi, Samvadi: R, P or G, D

Chalan: PG RGRS DRS DP SDSGGR SRG RS PPS DSSRS SR RGRDRS
DPGR PRS GPSSRGRS RRSNDNDP GGPD RSNDP PGRGPRS./|  AIAD
CAD C/7 DCD | IA DAL ND /7D COOAD DA AI'A CAD C/ 1A

rrrrr

/ND 1/0 DAIAD AAD 9CaC/ | LsC AJaC/ ZIAL /M.

Some scholars prefer Re as the vadi and Pa as the samvadi. Performers reach Sa
directly from Pa but also as P D P S or D PS. The following phrase is

recommended:

GRS PGPRS PDPS SNDP 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 SNDP NDP RSNDNDP GRGPmMGPRS, and

the Kalyan-ang should be distinctly verified.
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The following features suggest:Aroha: S R G P D SAvaroha: $ "D P "GR

PGPRS. Vadi, Samvadi: G, D
Pakad: ND™PPGPR S

Alap: S "DP P°DS SRS°RG PRS S°RG PGP"G PGPD™P™G PGFRS

SRGP™G SRGPNDND™P"G PGPSDSND™PMGPRS.
SRGP SDS NRS SSRG GPRS SRNSND™P"GGPNDNDNP "G PGPRS.

D'Cs /°CO DND'AL /ND DAL L2 T/ THIND

DAL /%1 DAL/'C'CE/ 7 /17 9C3'CE 217D,
DAL/ 3C3 IAID'AI 17AIDKIDICT /71 1 /' =1 /1 7D,
The audav variety drops Teevra Ma and Ni. Its scale is: Aroha: SRGPDS.
Avaroha: S D P GPRS

The audav sampoorna type is the only popular version and is presented as:
Aroha: SRGPDS
Avaroha: SNDPmMGRS Pakad: GRSDPSSRGPRS GRSNDPS

Chalan: DDS SRG SRDS GRSRDS GPRG PDPRGRS PmGRPRG mRRG

SRDS.

Yaman Kalyan Raga: 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.!?’

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: SRGmMPDNS

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 GmPmMG GMGR GMGRS RGP mPDNDP DNS RGRS NDP
PmMGMGR SNDNRS.DA| | L/ | |l—IA |I—IAD A/
Z/C9C/ CID ANI'AD 9C/ /=Z1—I1 A DI9C9AD. Presenting the
plain view that Yaman Kalyan is a blend of ragas Yaman and
Kalyan, the scale is:

Yaman: Aroha: NRGm D N S

Avaroha: SNDmMGR S

Kalyan: Aroha: SR G m P DNS

Avaroha: S N D P mGRS

Yaman Kalyan: Aroha: SDNR GmP DNS

Avaroha: SRNDPMG 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: SRGMPDNS

Avaroha: SNDPMGMGR S

Vadi,

Samvadi: G, S

Suddha Ma can be used as NRGmPmG MGRG orasPm GR 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 Raga: ‘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: SRGmMPDN S

Avaroha: S N D P mG RS

Vadi,

Samvadi: G, N

Pakatd: NRGRSPmMGRS

Compositions:

1. ‘Ari yeri Ali piyabina’
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2. ‘mein vari vari jaungi’
3. ‘Intezar mein baithahoon’'%,
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 ragariap. The raga has a sampoorna aroha and avaroha, and
there is enormous scope for alap and tans. Adding a calan:
Aroha:SRGmMPDNS
Avaroha:S NDPmMGRS
Pakad: NRS MR GmPDMmNDPm RGNRS.
While moving to the Tar Sa, the phrase PmGmDN NS NRS
gives a Dbetter artistic charm. The phrase G M G R
transforms the raga into Yaman Kalyan. Pa has limited use
in the aroha during the alap, as in the phrase
NRGmMDNDPmM GRS. Providing the following features for Yaman:
Aroha: NRGmMDNS
Avaroha:S NDPmMGRS

Pakad:NRNGmMGRNRS

Aochar:

128 Ajoy Chakraborty,“Geetinandan 2”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004), P-28.
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DADTICCIACD IATT TAZT IAITZN T ITAD IAT 1=/
C/= CiIC*//CR/ZZ | | A | /NIA 9ACD
IA1=ZCYT 9C/=Z AIATAD.

< CIC IACD IADICIAIT CI/0XCZIC/ C/Z 1=

IAZ T ZNTANTACO

Gaud Sarang Raga: 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 ragang 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 §129

Avaroha: SDNP,DmPG,MR, P, RS0

vadi, Samvadi: G, D

Pakad: S, GRMG, PRS!!

123 Bhatkhande, Kramik Pustaka Malika, 4: 134
130 jhid
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Composition: ‘Piu Palana lagi moriakhiyan’!3? in madhya layaTeental.

Gaisused as G R M G P in arohaand as G M R S in avaroha. Dha in aroha
appearsas DP N D Sandas D NP D mP 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 SD n P. Teevra Ma is also weak, and therefore Gaud Sarang
Is classified under Bilaval That. Adding the following: Aroha: SRS GRMG

PmDP NDS
Avaroha: SDNP DmP GMR PRS

Chalan: NRS GRMGNSPNS MGPP MGRMG PRS
SRGRMG PmPDPMG RGRMG PRSPPS SRS SRMGRSSRS NDNDP
DmPMGNDSNRS NDPMG RGRMG PRS. IAD  IA—19D/9D —I1//
—IA—1 /ND DANIN—| /=/C/—1 ANIN—=| /7ND /70 DAD
OA—IAJDOND 1CIC/ CZ/—I1 9COIAD 1C/—I| AIA—1 /ND. The

ragarap of Gaud Sarang is retained vakra to restrict the flavor of related ragas

like Kamod, Kedar, and Chhayanat. Another Calan suggests:
Aroha; NS GRMG PMDMPS
Avaroha: NDPm PMG MG RMG PRS

Pakad: S GRMG PRS

Blibid
132 ylhas Kashalkar, ‘Raga Gaud Sarang’, Youtube video, 16:28, July 30, 2016,
https://www.youtube.com/watch?v=KFhv9aRYiKQ
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Aochar: DAID°C / /D DAID "IND IDIN—| /CZ/ —1—IN—]| 'C7/
/CZ/—1— IA—1 "IND/CZ /D NI 'A—=1 /ND IAD
=R/ /C/IC?/ /CZ/ — | —INA—1 /ND.

Another opinion is as follows:
Aroha: SGRMG PmDPNDS
Avaroha: SDNP DmP GMRPRS

Pakad: SGRMG GMPRS Chalan: NS GRMG MRS PNSRSGMPNDPMG

rrrrr

PNDP PNSRNDP GRMG PRS.

D 1A= —AD /93DND1—/9C/—1 DAND/939C/ C/—1—N\D
| —/90 ) DOC/—| //N—1—N\D D9C/ ANDIC/9C/ /9DNIC/

IA—1 DCY/—1 A—1 /N\D
Pakad: SG RMG PRS

Typicalragaphrases: PDmP MGRMG DmPPND and SRNSNDPDmP. Mero
man nandalal so atko-** A composition compiled by Pt. Vishnu Narayan

Bhatkhande. It is a poorvanga-pradhan raga.

Jait Kalyan Raga: ‘Odatana dere na dim’!3- 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.
13%pratima Tilak, ‘Raga 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 RSPG PDG.Chalan: SGPRS SRSSSGGP PDG
PDPR SSRSPSRS GPPDG PPS SRS SDS GPDS 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: SRGPDS Avaroha: S
D P G R S Chalan: S GPRS SGP PDG PDPR SRS DSRS GPDPRS PGPS SR
GPDS SP DGP DPRS. Jait is present in the poorvanga as in the phrase S PG P
while Suddha Kalyan is seen in S R S PDP PG P in the uttaranga. Musicians

generally perform this raga before midnight, and present the raga as:

Aroha SPG P PD PS AvarohaSPPGPGPPR S

vadi, Samvadi P, S or R Pakad: SG PDPG PRS PS. Chalan: SRS PS GRS
SGP PPG PDPSRS SPGP PDPS SRS GGRS SPDS SPDG GPS SRS PPDG
GPD PSRSDOAD /D I7ND DI/ /1 s¢/'Nd XN/ /C70 DAD
''AD D/CD D€ |/0 DN //C1 1/C /'AD. Jait Kalyan is a

night counterpart of the evening melody jait. Another view has:
Aroha S G P S Avaroha: SNP DP GRS Vadi P (samvadi not stated)

According to the Agra gharana view jait Kalyan is a poorvanga-pradhan raga

where ma is totally avoided.
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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. Itis a

post-sunset raga. Other points are:

Aroha: SRS GPGPDPS Avaroha: SDPGR'S
Vadi, Samvadi: S, P

Pakad: PG GP GPDP GRS

Svara-Sangati: SGP PPPGRS SPGP

Alap Phrases:1. SP SRS PG GPGPDPGRSD/ DAD /| | /1/C/ 1™

rrrrrr
rrrrr

GPDP GRSDPPS SGP GRSSS PDPP GGP GPDP GRS./|/ //3 /|

rrrrrrr

INY'l 1/1/C/ |NDI/C/0 DNDIADD/Cr/z1 1 /C7 1™MDC/7D

rrrrr

31/ NI C/7 V|7 1/C/ |ND.

Anandi Kedar Raga -This is a blend of raga Nand and Kedar and forms of Ma
are used. Other svaras are Suddha. Kedar is found in aroha as in SM M P Dm P
M while Nand or Anandi is in avaroha asin G M D P R S. It is a night Raga.

Many musicologists add:
Aroha: SM MGP mPDNS Avaroha; SNDNmP GMDPRS Vadi,
Samvadi, M, S

Pakad: NDP DPM GMDPRSM
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Chalan: SNDPmP PSSRS SMMGP PDmPM NDP GMDPRS PDmPSSRS
MGP SDNmP NNDmP DPM GMDPRS 3J9C/%/ /DDAND D—1/
/CZ/— 9C/ |—C/ND /CZ/D DD —I|/ 3Ci=Z/ 99CZ/ C/—

| —C/NO.

Chhaya Raga:This raga is also known as Chhaya Kalyan. The raga is alloted to

the Bilaval Thata and has the following calan:

SGRS DnP PS RGMP MGRS PDPDnP PPSRS DnP SSRGRSNDP

RGPMGRS DnP MPS SRGMPMG RS, 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 Raga’s featuresare:

Aroha: S RG MGPDND S Avaroha: SNDPMPGMRS Vadi,
Samvadi: R, P

Pakad: RGMPMGP GMRS RGMDP RGMP PmPDNDP DNDS NDPR

GMDP GMRS

According to some noted performers, suddha Ma has a gentle touch only. But
Suddha Ma is an important note of the raga. They also describe it as a post-

sunset Raga and suggest the following:

135Buddhadev Dasgupta, ‘Rdga 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 DPS SMGP PRS RGMRS GMPPS SRS DNSRSDnPPP RS

GMRGMRS GMPDNSDP SMGPDP PRSDPS

DI—AD C/DD—1/ /N> AI—ND |1—//700N) CIDAICL/// ND
| —AI—AD |—/C323C/ D—I1/C/ /NOC/D
Maluha Kedar Raga: RSP MPNS GMP GMRNS

The three notes Pa, Sa, and Ma are not very important in Maluha Kedar. The
Raga 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; MPNS RSGM PNS

Avaroha: N D PMGMR S

Chalan: SNDPMPNS RNS PNS GMRS RNS GMDP PGMRS

NSGMPNPGMP RNSGMPS SRS GMRS NPPNS SNDPG

MDPGMRS. DIC/—/9D AD /9D | — AD A9ID
| —C//1—N\D 9D1—/ 99/ |1—/ AID I—/D DN '—/D
/790 D9C/| —C/ | —/\D.

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:

Calan: DA9D 999D  DOC/—/D  9AD |—//1—N\1D  9C9D
/CC99D D—I1/CZ/ 99CZ/ /CZ/DIND —I—AD DAIDOC=Z/

Z/3C/—|—C </ /1—ND.

The Raga 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 Ragas, Kamod and Kedar. Suddha 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 RSDPDMPNRS. The uttarang phrase is M P N S R S DP DM. Performers
add the following: Pakad: SDMPNSRS Brief Chalan: PGMP GM SRS D M

PN SNRS SDPDM 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: NSM MG RS RNSDMPNS
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Chalan:
ODAD —A9ID— DAID— —/— —IND AIDCC/ C—/9—/9D
— —/CC/C—/— —IAD DC/ C—/9 99N —/00A))

IIAD93C/C—/9 IC/ C—/ —IND.

Koheri Kalyan: The calan is Bhoopali with a touch of komal ni.
SRGPSDSDNNDPGPGRS.The composition‘Jaye base ho tum bedesava’!®-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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Bihag and its allied rags

Bihag: A beautiful composition ‘Ab to rata lagi mori’**" is sung by legendary
vocalist Ustad Bade Gulam Ali Khan. The Phrase GMPMGMG™RS s 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 PmGMPNS in Aroha. The raga is performed before

midnight. Here is a view of the calan:
Aroha: SGMPNS Avaroha: SNDP MGRS
Vadi,

Samvadi: G, N

Pakad: NS 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 Raga format. They give a calan

which does not use Re, Teevra Ma, and Dha:

MGS NPNS GMPMGS GMP GMPNP GMPN
PNSMPGMGSPNSNPGMGNPGMGS SGMPNS  MPNSSSNPGMG G M P

M GS

137Bade Gulam Ali Khan, ‘Rdga Behag’, Youtube video, 30:33, Feb 06, 2011,
https://www.youtube.com/watch?v=5dE6goFUrAw
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—1D /90 |1=/—I1D |I—/ |—=/9/ |1—/% /9D —/1—ID

/999/1—1 /1—1D DI—/90 —/979D Di/1—1 | —/— 1D

According to some scholars, Teevra ma is necessary to preserve the Raga’s
originality. Researchers point out that many Dhrupad singer neglected Teevra
ma but Khyal performers acknowledged it as a significant swara of the Raga.

Behag has the following features:
Aroha: NSGMPNS

Avaroha; SNDPm GMG RNS Pakad: NSGMPm GMG RNS

Chalan:

DADT 901 DI—1, /9DA9D1 DI/ |1 —]|

|—C2/ /% 1—| |—/9CZ/ /Z|1—I| D/ 11— AID |1—/19
/90 DIC/2 1—/9D /923179 IINIAID IC2/Z | —|
D/Z1—1 A9D.

Some other features are as follows:
Aroha: NSGMPN §

Avaroha: S N D P mGMGRS Pakad: NSMGP PmGMG RS Chalan:
Z1—=INDIDI—I |—/9C /Z/|—/— |INDI—/9D 9C/ /921D

39CZ | — 1 AD.

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,
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Teevra Ma reduces the pureness of the Raga.Another view of the structure of

the Raga is as follows: Aroha; SGMPNS
Avaroha: SNDP GMG RS Vadi,

Samvadi: G, N Pakad: PGM G Chalan: O—I| |—/ |—IAD CI—IND

9C/1—IND |—/9C/ /1—IND I1—/3 9C/Cl—/ I—1 AD

Critics say that bihag ang is found in the antara of several compositions. It has
proximity with several other ragas. It is a pleasant Raga, 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 Suddha and Teevra Ma are as follows:

Chalan:O—1l/Z|—I| INDDI|I—/
Jl— ./ /21— DI—/ CZ/ |I—IND /99D /90%9C/ 1C/=<2/
/CZ/C—/ 1—I| IND

The variety which omits Teevra Ma totally is referred to as Suddha Bihag, with

the following features:
Calan:

Ol—I1AND
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DAY /9D —I/ |—sC |I—I| |I—/9C/ Cl—| /—1—/90

ADIDOAD39 9C/Cl—1 IAD

Bihagada Raga: ‘Raina dina Kaise kate ri daiya’**®- 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: NS GMPNS

Avaroha: S N D P nDPMMGRS
Chalan

Phrases: SGGMnD M

PMGMGRSRSN PNS GM nDP DPm GMGPMGMGRSSGMP nDP PDNP

DPm GMPm GMGRS.

Dl 1 —1C—
/ZI—INNDY /9D |—iC/ C/2 |—1 /ZI—IADI—/ 1C/
/Cl/ C/Z |1—/Z |—IMND.

Musicologists accept both forms of Ni while the rest of the svaras remain

Suddha. 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 Raga is allotted to the pre-midnight hours. Further points are:

Aroha; NS G M P N S Avaroha: SNDP nDP DGMGRS.
Vadi,
Samvadi: G, N

Pakad: nDP DGMG RS Chalan

Phrases:
DAY /9D DI I/— /IND Dl—r/— —/I| |—/9C/ 21C¢/
C—/1 —IND /C/799D ONJIC/ /QAAC/ C—// /—/ | N\D.

Aroha; SGMPDNS

Avaroha: SnPDmMPGRS

vadi,

Samvadi: M, S.

Pakad: GMPDSnDPD GMRS DPMGRS

Alap

Phrases: | ANl —//—IND 9D | | Z1C/ | ZAI|

| —/9C//C DAC /1—ND1—/9D1'AJ% 9/ CY9/— |1—A\DID 11— /9D
| —/C9 1 |—NAD

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 Raga
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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 SNDP MDM GRS NSRSSNDPGM PPDnnDP.
DI—/ C—IND /C—/ D9C/ —C— IAD 90N Dic/|1—
//7C11C/. 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: SGMPN S

Avaroha: S NDP DnDP GMGRS

Pakad: GMPDnDPMG MG MPM PGRS

Chalan Phrases:D3D1  D9/921AD 9D1—/— /IAD 99D1D |—/
| —/CiC/ 11— |1—/C—/D Z9D0AD 9D I'AD DADY/ /CiCic/

| —/C —/|1—/ —/1NO.

Savani Raga:‘Manata nahi aba mori bat’'%- a masterpiece sang by Pandit
Ulhas Kashalkarji. It is said that Mehboob Khan Daraspiya created this Raga.
Scholars classify this raga under the Bilaval Thata. Researchers add: Aroha:

SGMPNS

139 Ulhas Kashalkar, ‘Raga Savani’, Youtube video, 22:02, Sep 16, 2016,
https://www.youtube.com/watch?v=bBHI5sLnTWU.
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Avaroha: RSN D S NP GPMGRS GS
Vadi,
Samvadi: S, P

Chalan: SGMP SPG GGS SGGPM GRSRS NDSRS NNPSSSGM PPNSS

///////

Dl—/ 271 11D Dl1l/— 1ADAD 9COAD 39/ DODI— /79730
/900K DND Z/1—/0 /—1D /9900 D09C DADICO9 /| | /—
| AD. 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 Raga.
According to a different view, the Raga eludes Dha totally and drops Ni in the

avaroha.

Maru Bihag: ‘Tadapa tadapa biti jata raina dina piya bina mora’*’- 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 N to prevent the Kalyan ang. They also

recommend Teevra Ma in the Arohi phrase S M G m P and the Avarohi mG 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 GmPNSD | — | 2/ 2/ | Z/9D
Avaroha: SNDPmMGRS D 1C/Z | AD

Pakad: 1. nGGRS RSN= | | AD AD9

2. SMG GmPmMmMP. O— | | X/ZLZ/

Chalan: SRSN  SGMGGmMPmP NGGRSSNGMN DPmMG

SNDPmMG DPMGGRSS G MPNS RSND mmGGRS.

DADIDI—I 1Z/Z/ 91 1ADJIC/=Z| C/=Z1IAID | —/90 AJiC

ZZ | [ ND.

This is a Kalyan That 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 PNSD—1 12/ /170

Avaroha; SNDPMG mGRS RNSJ9IC/=Z | Z IADAID

Vadi,Samvadi: P, S/, O
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Pakad: SMG GmMPNDP mGRSO— 1| |Z/9C/ Z|/N\D

Aochar: SRSN  SMGS"Gm"mGP  PmDPmMG PmG  GmPNNDP m

DPDPmMP™G SmG"mG mGRS.

DA D—ID* XX/ /XC/Z | S | Z/99C/ <

C/C/Z/F1 DX 17X | Z|ND.

rrrrr

GMPDMPNSNS SRSRSN GRS RSN NDP PDMPNDPmMG SMG NDmG

MGRS.

| Z/CZ/909D DAIOAIY ITADADY 9C/ /CZ/9C/Z | °—| 9CZ |

Z | NO.

With the following:

Aroha: SGMG mPNS DI1—1 Z/97

Avaroha: SNDPmMP GmGRS J9C/<Z/ | Z | A\D

Vadi,Samvadi: S,P D, /

Pakad: SRNS SMGmMPNDPmMG mGRSOA9D 00— | Z/1C/Z | Z|IND

Chalan: SMG MGRSGMPMPGMRS PNS MGMGRS NDPmP
GMGRS GMPNS NDPMMG GmPmMP  GmPNS GRS GmPmP SMGmMPMG

MGRS.
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| ZINDIZ/Z/1ZND ale —1ZINDIC/ 2/
1 ZIAD | —/939C/2—| | 2/ X/ 1Z/99 I'AD

| /L O— | Z/—| Z|NOD.

Savani Raga-Bihag ang- ‘Jane akala sab’!*!- a traditional composition set in
madhyalaya Teental has a strong Bihag-ang. It is assigned to the Bilaval Thata.
Savani exhibits the vakra form of Bihag such as PDM MPG and MPMPG.

Researchers present the structure of this night Raga as :
Vadi,
Samvadi: P, S

Pakad: GMPSP PDM MPG MPMP GRS

Chalan:
OADIC/ /9D DI ——/— /IND DA9DY DI—I |—/ /C/C/— —
JS—/7 J1 \—/—/1ND NDICY/ /D |—/D/ C/— /C—/D

DIAD D—I'AND DND/ C/— —/—/1N\D NDIS/ /99D.

Arohi phrase, GMPNS 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 like’D MP ®M. Performers acknowledge the svara sangati SPNS as an

important catchphrase of the raga. They add the following Aroha: SG M P S

Avaroha. SPPDMP G MpMP GRS

141 5 N Ratanjhankar, ‘Raga Savani-Behag ang’, Youtube video, 07:24, Dec 19, 2012,
https://www.youtube.com/watch?v=cRbZWO0msZkk
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Pakad SG MP M P GS Chalan: SG M P MPMP GS D P MP MP GS SPN S SM

GPMP GS PNSG RS 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: SNNSGRSNSPNNSGGMPMPGRSGGMPMPGS

PGMP PN NS SP PMPGSGMPMPGRS RNNSSP PNNSGGM SGMPMPG RS.

There are two versions of Savani. One of them has the following features:
Aroha: SG M P N S Avaroha: SNDSNPGPMGRS
vadi,

Samvadi: G, N

rrrrr

PMGS.

Savani normally applies Suddha svaras only.
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Bilawal and its allied rags

Alhaiya Bilaval Raga- Compositions such as ‘Ladli Lal phul’, ‘Rab $o neha

lagao re manva’**?- This is a morning raga which has many similarities with
Suddha Bilaval. These two ragas use only Suddha 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
D"PDP, a vivadi svara in Alhaiya Bilaval. Dha is used as GP NDNS 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 NDNS Avaroha: SNDP DnDP MGMRS
Vadi,Sam vadi: D, G Pakad: GRGP DNS.

Aroha: SRS GRGP DNDS Avaroha: SNDP DnDP GMPMGRS
Pakad: PNDNSDnDP MGMR GMPMGRS

Calan: NS GMRGP nDP GMRGP NDS nDnDPGMR nPMN SRNS nDP
NDNS GMGPS RNS DnDPDPGMR GMPMG RS SDPDnP MGRGP NS
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

Raga. This is brought out in the description below:

142 Ajoy Chakraborty, Kaushiki Chakraborty, ‘Raga Alahiya Bilawal’, Youtube video, 04:54, May 3, 2017,
https://www.youtube.com/watch?v=DiFFp-OcLPY.
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Alap:

OCL/ D9CIO OIAlL 1 /—I—=NO OINI ZIN N/ 71 /7CLC/ /79C9D

| /C97)

Deskar Raga: ‘Devi prasad dije apni janan ko’- A Miya Tansen composition is
set in Surfakta tal and is sung in fast madhyalaya. A morning Raga with five
notes( pentatonic), just like Bhoopali. Deskar falls under the Bilaval Thata

whereas Bhoopali under the Kalyan Thata.

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: SRGPDS Avaroha: SDP 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 Raga, further details are:

Aroha: SRGP DP S

Avaroha: SDP GPDP GRS

Vadi, Samvadi: D, R

Chalan: SDDS SRGPDP
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DPGPGRS DDP GPDP PGPD DDP D S D P DP DP G PD § DSDP

rrrrr

OCCOOANI 7Cr

c/1/IND ¢/ |,C/ /1ls,C CCsrCDOC/7C/C/ | 7C0OC3C/

/////

Researchers suggest Suddha Dha as the vadi svara of Deskar with Suddha 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 Ragas.

Designing a halt in the alaps on Pa is essential to produce the Raga swaroop of

Deskar. Many musicologists provide the following phrases as examples:

PDGPPDSDP SRG P DG P. Researchers advise that the phrase GR SRD S be
recited pleasantly in the terminating stages of Raga illustration. With this
explanation experts present the following:

DADC/PCONCD D'AIAD ACDDAL/ €1/ sC%CPcrs C1/ ZINDYCD

rrrrr

JIND Cl/0 C/NOC3C/ I'AONDC/ CL/ZTAD
| 2CY'C D IOAIATD  CONIC /1CD CCocdc/C1/ 1 /1/C/ |

/| N\DCD.
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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 PDPGP GRS PPDDP G PDGDDSDP DGPGR SSRGPDGP.

D1 |/ /C°l/ IND//7CC/ | /C 1CCOC/ Cl/IA DDA /CL /.

Researchers define that the kan swars are used as SD 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 PDP Sand GP D P

S are applied to overcome Bhoopali. Researchers add the following:

Calan: SG GP P D PD P PDGP GPDP GS SPD°DP PDPS SPDGPGRS.Suddha

Re is present as a kan svara in this raga.

Durga Raga: ‘Jay Jay Durge Jay ma Bhavani’'*® - A variation of Durga of the
Bilaval ang. It is a pre-midnight Raga with svara-combinations DM RP and RD.
The four Ragas Durga, Suddha 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: SRMPDSAvaroha: SDPMRS
Vadi,

Samvadi: MS

143 Ajoy Chakraborty,“Geetinandan 17, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004),49.
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Pakad: PMP DMR P SD SRPD MRS

Chalan: PMP DMRRSSDS

RDS PD MRP MPDS SRDS SRMRDS PDSDMR RDS PDMRP

/—/C—N NDJCD

ACD /C —N\/ —/CD DACD DA—ACH /CIC—A ACD /C—N\/

Though pre-midnight hours are ideal for this Raga, it is also performed during

the afternoon. The following features show:

Pakad: P MPDM MRPPD M RSChalan: SDSR PDMPMPDMRS SRS

DDMRP RPDM MMPS SRMRS MPS RRDS SD SRSP DM PMPDM MRP

—/7 ACD IC I/ C— /—/C— —N\/ //—DN\D.

Scholars recommend phrases such as D M R SRM RM PD and MPDM with the

repeated use of R P MR with meend.

Durga: SRDS RMPDMRP MPDMRS RD SOACO A—/C—N\/ —/C—ND NC

O

Suddha Malhar :DAD— —/C— /C—/— DD, Jaladhar Kedar: DA —_——

/C—/C—/—0OAND.
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Chalan: ONCO ON—/ C—N\/ —/C— N—NICD C— /CD
NOC/ C—N\/—/C—NDACD Composition: ‘Devi durge dayani daya karo’

in Teental.

Khokar Rdga- ‘Aj ananda mukha chanda’'#*- 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 RnDPS

Chalan: MM MPDS SDS SRGRSn DnDP RSnDP SRGS

A specific use of ni with an avarohi Ga are important features of the

raga.Scholars add:

for this Raga .

Lacchasakh Raga:This is a Bilaval-ang Raga 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 Ragas. The typical phrases are:

144Kishori Amonkar, ‘Raga Khokar’, Youtube video, 44:28, Dec 20, 2016,
https://www.youtube.com/watch?v=F6FxH_IfoGU
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Pakad: PMG RPMG DNS NDP MGMRS Chalan: /—| —/—1 —AD DA
—1C/ —I—ADDIC/ —I—ND D—I// CiC/ —I|//C9009CI9D
D9CC/AI'AD DANIC/C—1 Al—/ —IND. Though there is a prominent
Bilawal ang in the Avaroha, many experts find a shadow of Gaud sarang in

Lachhasakh, and therefore the Raga is put under the Bilaval Thata. Further data:

Chalan: O | — /7 /77C3C/Z |/— ININDD | /7—I —1C /—/—|

19C Z9CIDNID =1/ 1—/ I—IANTAD

A presence of Jhinjhoti is noticed in this raga. Researchers add the

following:

Chalan: DC/D DI—/I1MN— /Cl— CQC/ |—/—IN IND// 'C3D

DATAIADDANCL/— IANL/— | /— I ND

The arohi suddha Ma and the avarohi Suddha Ni both are limited in the raga.
It applies the combination of notes such as GP DM DG, SDnP, and GMRS.

Another calan are as follows:

Chalan: |/ /C1C/— /C— 1IN /—1—ADJICCL/ | /C 91 D1C/7 1M

/—1—=ND /DRI —AID1L C/CI0CL/— | M /C—1—ND

Kukubh Bilaval Raga - The aroha and avaroha are presented as SRGMPSn
NDPMMGMRS with RMD swar combination. Use of Ga is limited. Kukubh
Bilaval can be vocalized in two ways: Raga Alhaiya Bilawal with Jaijaiwanti

and the other one is raga 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 Suddha svaras with Komal Ni which is

occasionally used. Dhaivat isusedasinDn D P M PMG MRS.

The avaroha has strongBilaval-ang. Re, Ga, and Ma are oscillated(andolita), and
a presence of Raga Jaijaiwanti is found in the aroha. There is no komal ga. It

can be concluded saying that Raga is a blend of Alhaiya Bilaval and Jhinjhoti.
According to Experts its features are as follows:

Aroha: SRPMP DNDS Avaroha: SNDP MPMG MRS Vadi,

Samvadi: R, P

Chalan:

DM —/ // —INl —/ 1C/ C—I1 AID 9D 9C9C/ DA /—

/C—IAID /CAC 13031 C/—IAl —/ —IAID

Many musicologists call it Kakubh Bilaval. shadow of Jaijaiwanti- ang is found

in the poorvang, as in RGMRSR SDnP.
Researchers add the following:

Chalan:DAIDDC//'C9D IA IAD DAI—I—A /1/ C/— IA

rrrrrr

Agra gharana has the following calan:
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DIl— —'/ /C—1 1C/—1 IANID | 1— /D1 |—/— | /—]
INID 1 A:Dl— |/ /70 NC/ /770ND |—| —/—IAID |/
Z9CI9A0 INT=T1AI1D |I—I—/ C/ —I1—/—1 |IAID.

Sarparda Bilaval Rdga - ‘Ye to manva na rahi humara’- *°According to
experts, Sarparda is Suddha Bilaval as it applies only Suddha 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 NS Avaroha: S NDP MGMRS vadi,

Samvadi: S, P Chalan. SR G M D PMGMRS GMDP SRG MRS SRG GRG

MPMG RS GMPMG MRSOA | —C/
— | —=ND | —C/OAIl —NOOAI IANl —/—1 NO | —/—1 —N\D

The identity of Bilaval is revealed in its avaroha. The raga also has the Bihag-

ang. Other points are:
Aroha: SRGM DPDNS Avaroha: SNDP NDP DPM G M RS

Chalan: DAI— CC/ /—/ —I| 1—C/ C/C—1 —/—1 AN 19D
/CiD I Al— / 1—ND —/ CiC/ C/9C9D 9C/ —/C9D 9C/

CC/—/ —I—NO.

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 : CiC/— IA IAD Chalan: D'AIAD Al——"—IA7I/C
INl— | /CAC/” 77— 1 »C 9 'C1DD'CL1C/—1/CC/—I1— IA

N TND.

Researchers opine that Ni can be used in any form (either in Suddha 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:
D9C9DO MNOAI— —CC/ |—/—1 |—NDDOAI——CC/ /79C9D DCL/
DADD 'O Nl——1—/\D 1CI1D C/|l—/—1 C—/I1—NAI

—1C/ | —/—| /—I1—ND.
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Nat and its allied Rags

Sudh Nat Raga ‘Lagi tose naina’- A traditional composition set in drut Teental
Is sung by many North Indian vocalists. Nowadays scholars accept Nat and
Suddha Nat as two different Ragas.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 Raga. The calan is:

Aroha: SGM PM PDNS Avaroha: $ DN P MPMGM SRS
Vadi,

Samvadi: M, S

Pakad: SGM PGM RGMP MGMRS

Chalan: SGRGM PM GMP S DNPMGR GMP SRS PMGM PMP DNSNDnP

S M P SDnPMP MGM RGMP SRS. DIAI— /— |—/3 Ci/—IA
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|l—/ DND /—I|— /—/ Ci209C¢/ D—/3 Q/—v —I—

Nl —7 DND
Two more views are given below:

Calan: DI |— C/—I—AID AI I— —/—I—A9D —31.C/

—/9031C/C/— | | — |—AND. Some other views are:

Chalan: Ol —/ C/ —I—ANI—/ C101CL/ C—/ —|—AD.Komal Ni and

suddha Ni are used in the avaroha scale only.

Nat Narayan Raga: Another name is Nat Narayani. Musicologists allot it to
the Bilaval Thata. Suddha Ni is found in the vakra form as P N D S during

ascending and S D N P during descending. Re is totally excluded in aroha.
Further points:

Aroha: SRS MGPMP NDS

Avaroha: SDNP MGMRS vadi,

Samvadi: M, S Chalan: SMGMGP MGMRS SRSM GPMPNDS DNP M P N
D § DNDS DNP MGMRP MGMRS. D—I—I/ —I—AD DAD—

| /—/9CD Ci/ —/9CD CICD Cv/ —I—N/ —I1—ND.
Scholars provide the following:
Aroha: SRG MPDPS

Avaroha: SDPGMSRS Pakad: SRS PDG SDPRGMP GM SRS.
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Nat Bihag: The raga possesses Nat- ang in the poorvanga and Bihag ang in the

uttaranga.

A detailed view as available from scholars are as follows:

Aroha: SRGMP PNNS Avaroha: SN D PGMnDPMG PMGRS
vadi,

Samvadi: P, S

Pakad: GMnDP PMG RGMP MGRS

Alap:

SRS N PP PNNSSRG GMPMG RG MRS PNSR RG MP MG PDMPNS$

SRNSNDP PNDP DMGM PMGR SRNS

DD 9%/ /39D DAL I—/—1 Al “AD /9DA Al —/ —I|

/C—/90 DANIDIC/ /9C/ C—I1— /—I1A DA9ID

rrrrrr

GMnDP’G M G RGMPMPGMRSRN S.
|—/99D 7921 Al —=/—/1AD I'AD DAID9C/ /9C/ /CZ/—|
|—.C/ 71— 1 Al—/—71 “ADAI9D.

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 NNP PNSR NSRG RG M

PGMRG.

Some other features:

.....

SGMGRNSAI—/ I—I —IA 9D 1D9C/ONOANI—/1—I—ND |—/90

OI'—I'A1D

The phrase SR 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

Suddha Ni is observed as MPN PNSRSN GRSN S SRSN.Experts add:

Chalan: SNNS NSGRS NPPNNS SRRGGM PGMG SR RG GM nDP GMG
MGRS GMPNNSSNNP GMnDP SRRGM PMG RS D990 9DIAD
/799D DA\ I— —IAD 1—/99D D 99/ 1—1C/ DAAI— /—I|

)

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 vakraasinGM R S.

Chalan: 901—I1AD | —/19 01/C—/—1 NO 1DI—INI—/

—1—=/901I'KD 1/C—IND N/—I1—/909/ —IND.




Page |212

Khamaj and its allied Rags

Campak Raga: 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 calanis M P G

RS PDM PGRS. Here RS is an important combination.

The Nyasa on arohi Ni should be continued as in GMPDNNDS to prevent the

door of Gaud Malhar and hence Ni can also be used as MPDNS.

Giving the above data, musicologists add:

Aroha: SRG M GMPDNNDS Avaroha: S R n D PM MP PG RS R S Vadi,
Samvadi: M, S

Pakad: S RM PD M PG RSRS Chalan: D01 01 COOA— /| N—/C /—
CC/—/—1— |—/C9 D9 29 ¢ M 9D ¢ /— OOANTAD

rrrrr

IANIAY 1L 9D 3C— —/C—/C— /1 ADAD

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 nDS

Avaroha: RnSDnPDMPGS SRGS.
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Des Raga ‘Badar ghir ayi’!*¢- A popular, light Raga 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:SRMPN S

Avaroha: SnDP MGRS

Pakad : MGR N S R Chalan: SRMPnDP MGRRMP SN D P M G R MPNS
RnDP MPnDP MGR RMPMGR GNS NSMGR. Calan: DA—/1C/
—IAM—/ D9C/— | AN —790 NC/ —/1AC/ —IN A—/—IA

19D 90— A.

It is sung before midnight. Basic features are:
Aroha: S RM P NS Avaroha: SnDP 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
SnDMDM G R g R S NS. Sorath drops Re during ascending whereas De$ uses it
as S RMP N D or N SRS nDP. Researchers add that the precise rules are used

only to differentiate these ragas.

Aroha: SRMP nD PNS Avaroha: SnDPMGRS Ghalan: SRMP DMGRgRSRNS
nDPNS GRMP nDP DMGR MPDP nDPN S RS RnDP DPMGR gR SRNS.
ODA—/ C—IA LADAYD 1C/9D IN—/ 1C/ C—IN —/C/ 1C/9 73

ADNLC/ C/—IA LA DAID

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: SRMPNS

Avaroha: SnDP DMGR G NS
Pakad: nDPDMGR G NS

Alap: SNNS SRMGR NS MRP MRMGR RMPnDP DMGR RMPNSNSN S R
S ND P DDPMPNDP DMGRENS. D992 DA—IA '93D A/ —A—IA
N—/1C/C—IAN A—/9D09D 1IDADIC/ CC/—1C/ C—IA '"9D.

SRMPNSNS  PNSR  SRMGR®NS  PNSRNSRnDPDMGR  GGRS
RPRMGRGNSDOA—/9090 /90N DA—=I'A'93 /9DA9IDNLC/C—I A

| IADA/NA—I AL D,
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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 Des is ideal for emotional

expressions in compositions. Another view of Des is as follows:
Aroha; SR M P N S Avaroha: S n D P MGRGNS Pakad: RMP DMGR RGNS
Achalan given below:

—IANID Al/—IN N—N—/ /C/—IN —N\—79D DAIJIC/ C/C—IA
—IAID —/909D 99ALC/ 1C/C/—IANI—/—IA—1AID. 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 RGNS

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 RGNS Tilak Kamod: RMPDMG RGS

Des: DPDMGR RGNS Tilak Kamod: DPDMG RGS.

Another pakad and calan:
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Pakad: MPDMGR GNS Chalan. SNSRMGR GNSRMP DMGR
MPnDP DMGR GNS MPNNS RnDP DMGRRnNDnPDMPDMGR RPMGR

GNS.

Gara Raga -A light Raga supporting Khamaj ang. It uses Suddha and Komal
Ga with Suddha and Komal Ni. Gara exhibits many features of Khamaj ang
though there is a presence of Komal Ga. A very popular Bhajan ‘Thumaka

calata Ramachandra’- 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 Ragas 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 Dn MGMP MGM RgRS NSnDnP MPDNS
RNS Dn G GMG SGMPM RgRSPMP GM RgRS RNS nDnP MPDNS.O C1
—|—/ —1— ANAND 90 1Cl/ —/C9D A9D CL | |I—I1 Ol—/—

NN /—/ |— ANAD A9D 1CL/ —/C9D.

Musicologists detect colors of Raga Jhinjhoti and Jaijaiwanti in Gara. The
phrase RgRSNRSNSND is a very important catchphrase. Musicians usually set
mandra Suddha Ma as middle octave Sa and progress to sing Raga Khamaj,
which is Gara's original scale. This creates Raga Gara. This conventional
technique of generating one Raga from the other is very essential for performing

Gara.
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Many musicologists favour Gara as a night Raga, and give the following data:
Aroha: SGMPDNS Avaroha: SnDPMG RgRS N RS nDS

vadi,

Samvadi: G,D

Pakad: S GMPGM RgRS NRSnD

Chalan: S N SnD DnSSnDNS S G RGMGRS NSRRSnD DNSNS SGMG
SGMP GMGRg RNS NSRNSpD DNSNS SGMDP GMPDnDPDMG
GMDnSnDPDNS $nDP DPGMgR RGMGRgRS DNSNS.D 9 DIC C310D1C
90D 1 Al—IAD 9DANDIC C9D9D DI—I1 DI—/ |I—IAL A9D
9DOA9D1C CID9ID DI—C/ | —/CLC/C—| | —C1J1C/C9D DiC/

C/I—IN NI—INANDCIO90.

These three phrases MGRgRS, RNSnD, and DnG 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 RNSnD drifts it away from
Jaijaiwanti. Eminent performers seethe structure of Gara as follows: Aroha:

SGMP GMDNS. Avaroha: SnDPMG RgRSnD NS
Pakad: MG RgRS RNSnD Chalan: D A1D1C

CLI—IA LADADIC C/—C39D QDI —I —/—I1 DI—/CiC/

C/—| |—CIDA1I1C 1C/—1 |1—CI9 a3l" =INAI AIIC

NC/—| /—1 — I ALAD.
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Jaijaiwanti Raga ‘Jag rahi Mandir mein aj’**’-One of the most difficult and at
the same time one of the most beautiful among Hindustani Ragas. 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 Raga. Some musicians skillfully tackle this raga while
mixing the flavor of Gaud, Bilaval, and Sorath into it. It applies Suddha and
komal forms of both Ga and Ni but Re, Ma, and Dha are Suddha. Komal Ga is

used as a vivadi svara through the phrase R g R S. The following features are:
Aroha: SRRRgRSnDPR GMPN S

Avaroha: S n D P DM RgRS

Vadi,

Samvadi: R, P Pakad: RgRS nDP R

A fusion of Khamaj and Kafi is found in this raga. A shadow of Des and
Bagesri too is seen. The Bagesri-ang lies in the phrase R g R S and g R S.

Pancam may be dropped in aroha. The following features show:
Aroha: SRGMDNS

Avaroha: SnDPMGR gRSNSDnR Pakad: RgRS SD n R Alap:

147 Ajoy Chakraborty,“Geetinandan 2”, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004),56 .
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Sthayi. SRNSnDP PR RgRS SDnRRS NSR GMGR RGMP RGMnDP DDP
MPDMGR RGMP RMGR  RgMgRS RNS SDnRS Antara: GMDNS
nDPMGMDNS RNS SDnRRgR RGMGR gRS SRNSnDP DDPM PDMGR
RGMP DnDDP MGR gRSNSDnRS

DAIDLC/  ZANAD DCIAND 9DA |—IA Al—/ AI—1C/ CC/
—/C—IAN  Al—/ NA=IA  N—IAD  AID DCIND |—CID
1C/—1—C3D A1D DOCIA AA AI—IA LAD DAIDLC/ CC/—
/7C—IN Nl—7 CLCC/ —I AN LADIDCLIANAD. Some musiciansrefer to the

Bagesri-ang and Des-ang:-
Aroha: SGMDnS Avaroha: SnDPMG RgRS Pakad: SDnR GRPMG RgRSNS.

Chalan: MGR GRSNS DnR RGRPMGRgR DPMGRG MDnSnDnR gRSnDP
nDPMGR GRPMGR MGR gRSNS. 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.  SRGMPNS

2. SRGMDnS

The two important phrases inthe avaronaare MGRgRand Sn D R.
Avaroha: SnDP MGR gRS

Vadi,

Samvadi: R, P
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Pakad: R g R SR Chalan. RSnDR RGMP MGRgRS nDR RGMPnDP DMG

RgR MPNS nDR RgSgR SnD PDMG RgRS nDPR SgRGM RgRS.
Komal Ni is applied in the aroha through D n R. Some other points are:
Aroha: SRgRS nDnR GMP NS

Avaroha: SnDP DGM RgRS Pakad: RgRS NS DnR Chalan: SRS nDPPR GMG
RgRSNSDnR GMP DGMRgRS nDPR RGMP MPnDP RGMPD GMRgRS
MPNS RgRS nDPR RGMG RgRS SnDPMG RgRS.DAD 1C/ /A |—I|
ANND  90CIN  |—/ CI—=NAND 1C/N ANl—/ —71C/ Nl—/C
|—ALAD —/90 AAD 1C/A AI'—1" NLAD DIC/—1 ALAD.

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: SRnS DnR MDnDS MGR RgRS

Sorath-ang: nSDnR M PN N'S NSRRNS RnDPMGRS.
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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 Suddha Ga and the other with Komal Ga:

Aroha; NSR GMPMGM D N $

Avaroha: SnDPMGR RSNS

Kalavati Raga- ‘Mehar Ki je rab rahman’*-A night Raga that meets the

Khamaj-ang withthe following features:
Aroha:  SGPD nDS

Avaroha: SnDPGPPGS

Vadi,

Samvadi: P, S

Pakad: GPDnDPGPPGS

rrrrrrrrrr

nDPGGPGNnDP 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 GPDnSSDP could be very appealing.

Researchers suggest the following details:

Pakad: GPDnDP DGP GPDPGS

148 Ajoy Chakraborty,“Geetinandan 17, ed. Ajoy Chakraborty (Kolkata:Geetinandan, 2004),62.
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Chalan: SGGS nnDS SnDn SG GPD DPGGS GPDn DnDP DGP GPDPG GS

DnDS GPDnS SGGS GS ShnDDP DGP  GGS nnDS.

2110 311CO OICL OI IC C/11D 1/CL Ccics Clz ¢/l
1D C1CD 1/C10 DD 1D J13Cccs Cl/ 11D 11CD.Swaras Re
and Ma are omitted from Raga 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: GPDnNnDPGS Chalan: S nDS GS nDPDS

GPGS nnDS GPDnnD PD

PGPnDDP GnDPGPGS GPDnDDS RSnDS PDnDS SGS SnnDDP GPDnDP

GPGSnDS.

Khamaj Raga - ‘Kahe karata barjori dhita langarva’*#°-A large number of ragas
are associated with the Khamaj ang. Mostly lighter forms such as Thumri,

Dadra, Jhoola, Kajri etc are sung in this raga.
The following features are noted:

Aroha: SGMPDnNS

Avaroha: SnDPMGRS

vadi,

Samvadi: G, N

Pakad:nD M P D MG

149 Ajoy Chakraborty, ‘Geetinandan2’P-20




Page |223
Aroha has a limited Pa and the phrase G M DM DNS 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 § Avaroha: Sn D PMG RS Chalan: NSGM nDPDGMnD
SnDP DnDP nDNS RSnDP GMRS nD SnDP GMnDPGMP GMG RS.9D | —
1C/C1—1C 71C/ CiC/ 1CYD3 AXC/ I'—AD 1C Dic/s 1—¢c/

|—/ |I—1 AD. The raga has shadows of Khambavati and Jhinjhoti.The

following calan is suggested:

Pakad: GGS GMP GMnD MPDMG. Calan: PMG nD PMG nDMPDMG DNS

GM nDNS $nDP MGRS DNSnDP MGRS. The raga uses suddha Re in the

upper octave as PDSRGSRGMG.Another traditional composition ‘Koyelia Kuk

sunave, sakhiri mein ka birha satave’- is set in madhyalaya Teental.

In khamaj we find the use of chromatic Ni (both forms of Ni) like S N n D P.
Another calan is added: Aroha;: SG M P D N § Avaroha; SnDPMGRS. Pakad:
GMPD nDPD GMG. Alap: SuD S SGMMGDGPMG SGMDP DPMGPGMPDn
nDPMGP SNDS SRSnDP GMPDNS PDPDn DnRSNDPPPGPMG
PGRSGMPDNSNSDnPDNSPDSRG SRMGRS SRNSnDP SDP
PDNRSn DPDGMG GPMPG RSDIC D DI—"| Cl/—I DI—C/
c/—l/ |—/CL 1C/—I1/ D¢ DANC/ |1—/C10 /C/CL
CINAC/ /Al/—1 71™M |—/C1093CL/CID/CONIT  DA=I'KD

OK1D1C/ DC/ /C37"3L C/Cl—1 17— ™. Lighter ragas like Jhinjhoti,
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Pahadi, mand etc are close to khamaj. The following features describe:Aroha:

SGMPDNS Avaroha: SnDPMGRS Pakad: M PD MG

SGMPD MG nDP MPD MGN S nDP GMPPDMG SRG

GMPMGSGMPNDMG SGMP SRG RGPMG.

GMnDNS SNSn SNSnDS nDPSnD GMPDnP GMPSRG SnDMPG GMPD

GMP GMPS.

Dl—/C —131C/ —/C —13D0 1/ | —//C—| OAI|

| —/— 101 —/1C—| OIl—/ OAl Al/—1I.

|—1C9D D971 D99C) 1¢/71C  |1—/CL/ |1—/OIN1 D1C—/ |

| —/C |—/ |—/0.

Another view:

Aroha: NSGMPDNSAvaroha: SnDP DGMG GMPGMRS

vadi,Samvadi: G, N Pakad: G M P D G M G. ChalanPhrases: NSGMP DGMG
GMnD PDNS SnDPDGMG GMP GMRS GGSG MPGMnD MPD

MGDNS GMDNS DNS RSND G MGRS DMG SDNSG 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 NSGMGGMP GMG and NSGMPD

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.

Aochar: O |—/— | IND ONIC/ C9O0 Ol—/ /—I—/ C—1 IND

rrrrrr

| —/C1C/ C—1| |—/C3 DA9 CIC/ |—91C/ CI 1 /CD9D /COND I'AD9

INLC/ C—1 | AD.

Ragesri Raga- ‘Sundar nabeli nar, kara singar’**®. 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 Suddha Ga of
Ragesri separates it from Bagesri. It is sung before midnight and the acal swara

pancam is totally avoided. The calan is:
Aroha: SGMDNS

Avaroha: ShDMGRS

vadi, Samvadi: G, N Svara- Sangati: DM

Chalan; SRSn DNS MGMDnD GGMG SRSGMD NS  MGRS nDMDnD
MGRS nDSDADL C3D —I—CiC [ I1—I DADI—C 19D —=I'AD

1C—C1C —IANAD 1CO.
The following are the main characteristics:
Aroha: SG M D N S. Avaroha: SNDnDMGRS

vadi,Samvadi: G, D

150 JAan Prakash Ghosh, “JAan Prakash Ghosher Géan”, ed. Ajoy Chakraborty and Arun Bhaduri(Kolkata: Paschim
Banga Rajya Sangit Academy, 2002), P-72.
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Pakad: RSnDnSGM

Key Phrases: SuDNS DNSG RGMGRS DNSG MD°GM  MDSnSn DDGM

MDNSNDNS DNSGRS DNSGM GMGRS SRNSnD GMDNS SDDGMRS .

D1CYID  CID21 AlI—IAD €921 —CY1— —CJ1D1 CCl—
—C909C9D CIDIIAD CID1'— '—I'AD DAIDIC | —C9D
DCC | —AD.

Other recommendations are:

Aroha: SGMDNS

Avaroha: SnDMGGMRS  Vadi: G (samvadi not stated)
Pakad: SnDSG

Chalan: RSnDSG MGMRS GMD MMG SGMDM MDnnD MGMRRS

GMDnDD SGMRS SnD MGM RRS RnpDS GGM RRS.AJICDI  —I1—AD
|—C —1 DI—C— —C11C —I—AND |—CiCC DI—AD DJiC
—|— AAND ALCO | |— AND. Details of the calan are as follows:

Aroha: SGMDnS

Avaroha: SnDMGRS

Vadi,

Samvadi: M, S

Pakad: SGMDGMMGRS
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Alap Phrases: D1C101D [ AD 1DC1D |— [ AD.D 1 —C1D —C1D C1J C1OAD

FC— 1 —CIDCIICLD IAII—=1ADANC—CL C—I—CI—I AD.

Tilak Kamod Raga: ‘Avata ghar aye, balam mora’**!-The reason why this raga
Is called Tilak Kamod is not defined. No definite views on why this Raga is
called Tilak Kamod. Experts observe the presence of Sorath-ang and Des-ang in
this Raga. There is a glide from Ga to Sa which is very pleasing.The following

details show:

Aroha: PNSRMPNS Avaroha: SNDPMR GS Pakad: PNSR GR PMG SRG SN

PNS 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 Raga

with the following features:
Aroha; SRGS RMPDMPS Avaroha: SPDMG SRG SN
Vadi, Samvadi: R, P

Pakad: PNSRGS RPMG SN. Composition: ‘Nir bharana kaise jaun sakhiri

aba’1°2— a beautiful bandish ki Thumri set in Teental.

Both forms of Ni are used in a limited way.The arohi ang Suddha Ni can be

applied only in the tar saptak, as in SRMPNSRGS. The vakra Komal Ni is

151 Sshubha 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 SPnDPDMG. The scale excludes

suddha Ni, uses it only during alap. Calan:

SNP PNSR SRPPMG SRGS SYRP RMPDMP DMG SRPMG
SCRGRS.RMPDMPNS PNSRGSRGS SRNSP  PDMPS  PPDM PDMG
SRGSDI1/ Z9DA DA/“—I DAID DA/ AN—/C—/ C—| DA/—I
D'AIND. A—/C—/9D 79D0KIDNID DNID/ /C—/D //C— /C—|
DALD.

Phrases : GGS GPMGS PNSRSS PDMG RMPS DPDG PMGRGS PNSGRS

PDnDPM MPGS. Tilak Kamod is a dynamic raga. PNS and S P n D P may be

allowed in the raga.

The Raga is rendered between the upper tetrachord of the lower octave and the
lower tetrachord of the middle octave as observed in the phrases PNSRGS

RMGGSN RMPDMGSNPNS GRGS.

In the upper tetrachord of the middle octave, the Aroha and avaroha are P S and

S P, respectively. Example:

Aroha: SR M P S Avaroha: SPDMGRGSN Pakad:PNSRGSN
Brief Chalan: GRG SN RMPD MG SRG SN PNSRGS.

The two variants of Tilak Kamod:

Version one:Aroha: S MRMPDP MP$

Avaroha: SPD MG RGS
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Version two: Aroha: S MR MPNS. Avaroha: SnDPMGR 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 MPS SRS
Researchers add the following:

Pakad: PNSRMGRGS. Some experts find only the presence of Des
and Khamaj. For kamaj the phrase is P D M GP D n D P M G. The catch

phrase may be takenas SR GRS N P N S R G RS (for TilakKamod).

Another view is inthe following chalan. SRGRSNPNSRGSRMPD
MGRSNSRMPDMPNSSPDMG

SRPMGRSNPNSRGRSMPNSPDMPNDPMGRSRPMGRSNPNSRGRS. DA | AD
1/9DA 1 DAN—/C —1AD9D N—/C—/900/C—|

IA/—1 N9/ IDN1 "D—/9D/C—/1C/— 1 "IA/—1 ND9/IDAI ™.

Tilang Rag- ‘Tore naina jadu bhare’!>3- a Thumri in tal Jat. Tilang uses suddha
Ni, komal ni and Suddha forms of Ga and Ma. Re and Dha are avoided. The

Raga is sung before midnight. Here is the following calan:
Aroha: SGMP N S Avaroha: SnPM G S

Vadi, Samvadi: G, N Pakad: n P G M G Chalan: NSGMP nP SnP GMG PG

MGS NSnP SNPGMG GMGS SnP GMG PGMGS. iD1—/ 1/ D1/

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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|I—1 /1 —1D 101/ Di/1—=I =123 D1/ I—I| /1—ID.The
vadi and samvadi stated above are used in most other versions. Experts favor

the use of suddha Rein the upper octave Saasin SR S nP.
The typical phrases of Tilang are as follows:
Alap Phrases:

SNNS SG SGM PGMG GS SGMP nP MG MGSO% 10 Ol Ol— /11—

1D Ol—/ L/ —1 —I1D
NSGM PnP NPG MG SGMPG MPMG MGS{OIl— A/ /1 —
Ol—/| —/—1 —I10O

SGMP GMPn PnSnP MPMG GMPN  SNSNSSRNSnP nPMG PMG MGS
DNI—/ |1—1 AN/ —/—1 |1—79 D939D DAIDL/ 1/—|
/—1 —1D

NSGM PnPnS nPM GMPN SNSNS PNS RSRNSnP PNSGS NSN SRS
RNSnP GMPNSNPMG MGS9D1— /113 1/— |1—/9 239393 /93

ADA 901/ 79210 929 DAD AIDL/ |—/90 1/—1 —ID

GMGS SPMG SnPPGMG SSnP nPMG PRS RNSNP PGS SM PGMGS SS
RSn nnS nP PPNPM MM PMG MGS  |—I1D D/—1| Di//1—I1 D01/
1/—1 /N> ANID9/ /1D D—/1—IDDDAL DY/ ///——

/7—1 —1D.
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Some versions have Re in the Avarohaasin R G R M G. The key phrases are:
Aroha: NSGMPNS Avaroha; Sn PMGMRG RMGS

Key Phrases: NSGMG RGRMG MPNS PNSRSnPMG RGRMGRS RGMPM

PSnP MMGS.

The combination G M G and PNS may produce the effect of Bihag and Sarang
respectively. Tilang is known as an avarohi Raga due to the phrases like
GMPMG PMG and SnP NPM GS. The following phrases show the detailed

structureof Tilang:

Aroha: SGMPNSAvaroha: SnP M G S or SnPMG RS Pakad: nP G M G

Ol—/—10 9l —/ |—7L /7L /1—| Ol— /1—I10|1—//1 /—|
Ol— | —/—1/—1I N/ == L/ 1—I Ol—/
POIDWI—A/1—1 I—79 90 2/ 1—/9 Z/1—I101—/9 /9010
790 NOL/—1— 1D

190l—790 2 71 —7901 —I0INO10/ 1/1—1 | —/

0101 —/1—/900L/ | —=/90ADL/ | — I Dl —/1—/1L/| —1/—I0D.

Raga Jhinjhoti : MROOOMR n °D’S, nDS®RMG’*’RS, GRGRSR’ P, DPDP
MPDSn n D"PPM’ ®PGRS”’. Pati devana Mahadeo Siva Sambhu?®*- a beautiful
composition sung by vidushi Ashwini Bhide Despande is set to madhyalaya

Teental.

154 Ashwini Bhide Despande, ‘Raga Jhinjhoti’, Youtube Video, 15:31, Aug. 27, 2012,
https://www.youtube.com/watch?v=dOLfAJRFIfk
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Raga Gorakh Kalyan- ‘Payeliya chum chananana mori baje’**a 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: SR M SD S Avaroha: SDPDnD’MR MRSnDS
Pakad: PDnDM RMRSn D S

Chalan: SRSnD S SRMYR PDnDPMMRSp SDSDS ~ MDSSSDnDPM MR R
MPDNnDPMR RMRSnSDSDS. DADI°C D DA— A 7CiC"— A '™D1°C°CD
—C33°C1C’— “AN—/CLCTA  A—ADL°CCD. Some musicians introduce
Komal Ni and Pa in the aroha and present it as shadav-shadav. Researchers
observe that Durga-ang commands this Raga but Komal Ni separates it from its

shadow. Ga is totally excluded. Other details are as follows:
Aroha: SRMPDnS Avaroha: SDnPMRS  Vadi,Samvadi: M, S
Pakad: nSRMP DnDnP MRS

Chalan: nDS RSMPMRSanSMDSRMRSnSRMDMDMRS MDS M D § D

SnSRMRSn MPDS RMRS DnDMRM Rn 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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—/CO A=) CLC—N\—A1LD

SRM  MRonDSSRnDP  MPDnDS RM MP PD DnD PD
MnDPDM MRMnnDS MP MPDnRS SRnDPDM MRnDS.DA—
—ALLCOOALC/ —/CICO A——/ /CCLC /C—1C/C— —A—11CD —/

—/CIND DALC/C— —ALCD.
Some performers present a version which omits both Ga and Pa:
Calan: SRM RM R®nnD S DSRM RSn R nDD S

RMDnDM DnDS RSnDnDMRM RMRSn nDnDSDOA— A— A131C

D COAN—ADL A°LCC DA—CIC— CLCI AJ1CLC—A— A—ADL 1CLCD.
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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 ragadari is one of the most essential part during performance. The
articulated notes with the help of Badi Samabadi/sonant Consonnant,
Nyasa/Rest, Raganga/Phrase, Mid/Glide and Gamak constitute the whole of
raga 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 gayaki
ragang.The speciality and uniqueness of Ragas 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 Raga -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 Khyal, 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 Sama veda, the sacred Sanskrit

text and the tradition is undoubtedly a major heritage of the Indian culture.
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. 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.

. Dr. Madhumita Bhattacharya( Assistant Prof.), BHU, Topic- Kafi,
Bhairo ang ragas etc.

. Dr. Ramshankar, BHU, Topic- Shrutijati, modulation and articulation.

. Prof. Jayant Khot, Allahabad Central University, Topic — Gwalior
Gharana compositions, Tap kheyal, Tappa in Tappa Theka, Rajbhaiya
Poochwale’s contribution etc.

. Prof. Sahitya kumar Nahar , Allahabad University, Topic- Ragas suitable
for string instruments like sitar and sarod, Kalyan ang Ragas, Bhairo ang

etc.

. Prof . Prem Kumar Mallick, Allahabad University, Topic- Sri ang, Poorvi
ang, Todi ang, Kalyan ang, Kafi ang, Bilawal ang, Kannada ang ragas etc.
. 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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10. Prof. Suneera Kasliwal, Delhi University, Topic- Classifying ragas with

raganga concept.




