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Introduction

The tradition of Gurmat Sangeet has been evolving from the times of the Gurus to the present. Historically this has largely been an oral tradition, which has been handed from generation to generation often from father to son in families that have been associated with Gurmat Sangeet since the times of the Gurus. The absence of a written tradition and the lack of a consistent framework for the documentation and preservation of Gurmat Sangeet has had a devastating effect, as this centuries-old system for the transmission of the tradition has broken down under the pressures of the modern world. 

Gurmat Sangeet suffered the onslaught of ‘modernization’, driven largely by the lure of popularity and financial gain, particularly in the last four decades. Ragis increasingly switched to popular tunes which required less effort and could be plagiarized from readily available sources such as film music, discovering that pandering to popular taste was often the shortest path to popularity and riches. The problem was exacerbated by the ready availability of very cheap mass marketed recordings, which further strengthened the grip of the banal form of Kirtan to the detriment of the Gurmat Sangeet tradition.

Fortunately, there still exist today Kirtaniyas who have invested significant effort and energy into the practice, preservation and teaching of traditional Gurmat Sangeet. However, there is an urgent need to recognize the value of this dwindling group and equally importantly educate the Sikh community about the rich tradition of Gurmat Sangeet to ensure that it outlives  the present generation of its exponents. 
The lack of readily available, accessible material for the study of Gurmat Sangeet makes it rather difficult for one to delve into the tradition. While there are several excellent books available, written by Sikh Kirtaniyas such as Sardar Gian Singh Abbotabad, Gyani Dyal Singh, Bhai Avtar Singh & Bhai Gurcharan Singh, these books are somewhat difficult to read without a working knowledge of classical music or Gurmat Sangeet. 
The primary purpose of this paper is to bridge the gap for beginners by providing a simple, easy to understand introduction to Gurmat Sangeet. Basic topics such as notation and the concept of a Raga are covered. It is hoped that this introduction will provide students of Gurmat Sangeet with some basic tools and some hands-on experience, which will equip them to delve deeper into the tradition and develop an appreciation for it.

Sarbpreet Singh

Hopkinton, MA

sarbpreet@attbi.com
1.0 Ragas and Gurbani

The significance of Bani in Sri Guru Granth Sahib, being set to Ragas is an interesting question to ponder. Primary sources such as Bhai Gurdas Ji’s Vaars unfortunately do not offer many clues as to why the Gurus employed Ragas in their ucharan of Bani. 

Perhaps the best clue comes from Sri Guru Granth Sahib (Tilang Mahala 1; Sri Guru Granth Sahib, Page 722) :

jYsI mY AwvY Ksm kI bwxI 

qYsVw krI igAwnu vy lwlo 
As the Word of the Lord comes to me

So do I express it, O Lalo

Perhaps this is how Bani was revealed to the Guru Sahiban and they just faithfully documented it, in the Ragas that it was revealed to them. Sri Guru Nanak Dev Ji refers to himself as a Dhadi or minstrel. Jamamsakhi accounts recount numerous occasions when Guru Nanak Dev Ji asks Bhai Mardana to play his Rabab and proceeds to sing his Bani. It is said that the Gurus were very accomplished musicians and that they found that music was an excellent way of reaching the masses; in this sense Ragas and music served as a vehicle for message that was contained in the Bani. 
Some scholars believe that the way the Bani is set to Ragas is primarily the expression of Guru Arjan's genius. When the Guru Granth Sahib was being composed., there was on-going conflict on the matter of succession to the Guru Gaddi and there were conflicting claims about he teachings of the past Gurus. Guru Arjan wanted to produce a compilation that would be definitive and put to rest controversies and counter-claims. Having collected all the manuscripts that contained the writings of the Guru Sahiban before him, Guru Arjan proceeded to add his own compositions, deleted the compositions of some Bhagats, simplified others and proceeded to arrange the bani in such a way as to make alteration almost impossible without violating the rhythm and the musical setting. 
In  'The Sikhs, their religious beliefs and practices' , W.O.Cole and P.S.Sambhi  state :

"Generally speaking, ragas are composed to suit various moods. Some are appropriate to the morning, others to the evening, some to joy and some to grief. Guru Arjan indicated that faith should produce a balanced outlook, tempering both happiness and sadness, so for example between pages 917 and 924 [in the Adi Granth] are found both the Anand, Guru Amar Das's hymn of joy and Sunder's dirge on the Guru's death. The setting is Ramkali Rag, which relates to the season of Besant in March shortly before the harvest. The mood is one of yearning. The rag was often favoured by yogis. Another example is the inclusion of  songs sung by ladies at wedding parties and laments put on adjacent pages under Rag Wadhans (AG 575-81)."

Whatever the motivation, one thing is abundantly clear. There is clear indication in Sri Guru Granth Sahib that Shabdas are to be sung according  to the specified Raga, which is reiterated before practically every shabad. (Malhar Mahala 1, as an example indicates that the shabad that follows was revealed to Guru Nanak Dev Ji in Raga Malhar etc.)
In addition nine tunes or Dhunis are prescribed for the singing of some of the Vars in The Guru Granth Sahib. These Dhunis are :

Var Majh Ki
Malik Murid Tatha Chandrhada Sohiya Ki Dhuni

Gaudi Ki Var
Kamal Di Mojdi Di Var Ki Dhuni
Asa Ki Var
Tunde Asraje Ki Dhuni

Gujri Ki Var
Kikandar Birahim Ki Var Ki Dhuni

Vadhans Ki Var
Lalla Bahlima Ki Dhuni

Ramkali Ki Var
Jodhai Veerai Purbani Ki Dhuni

Sarang Ki Var
Mahmai Hasnay Ki Dhuni

Var Malkar Ki
Kailas Tatha Mal Do Ki Dhuni

Kahnare Ki Var
Muse Ki Var Ki Dhuni

In all likelihood, these Dhunis or tunes were popular and well known when the Guru Granth Sahib was compiled. By prescribing these popular tunes, the Gurus brought a synthesis of the elements of Raga based music with folk music. It is a matter of great sorrow that these Dhunis are all but lost today. The lack of a written tradition in the context of Gurmat Sangeet has resulted in uneven propagation of these musical traditions. One can often hear many Ragis present their version of a particular Dhuni. Unfortunately their renditions are divergent and make it impossible to identify the genuine traditional tune. Some source material on Dhunis has been obtained, which will be analyzed and presented in a separate paper.
3.0 Notation

In order to understand and appreciate Gurmat Sangeet it is necessary to grasp a few basic musical concepts. A good starting point is a rudimentary understanding of the notational system that is used to document Gurmat Sangeet compositions. The first modern work in which annotated Gurmat Sangeet  compositions were presented was ‘Gurbani Sangeet’ by S. Gian Singh (Abbotabad) published by the SGPC in the 1950s. Subsequent to this several works have been published by Gyani Dyal Singh, Bhai Avtar Singh Gurcharan Singh, Bhai Taran Singh, Sant Sarwan Singh Gandharb (Dhumeli Wale) and other experts in Gurmat Sangeet. By and large, the notational system used is the one devised by Pandit Vishnu Narain Bhatkhande, a famous Indian musicologist whose seminal works on Hindustani Classical Music were instrumental in de-mystifying classical music and bringing it into the mainstream. Prior to the publishing of ‘Gurbani Sangeet’ earlier material by S. Charan Singh, Bhai Vir Singh and others employed a form of notation that was similar, but not adequate for conveying the distinction between sharp and flat notes, which is fundamental to understanding and producing a Raga correctly.
Since the most commonly used instrument today for accompaniment in Gurmat Sangeet is the harmonium, the material in this paper is presented using this instrument as the backdrop and context. A keyboard can be used as a substitute for experimenting with notes and compositions is a harmonium is not available.
The human voice typically spans a couple of octaves; exceptionally talented signers have voices that can span three octaves. A harmonium or a keyboard is adequate for providing vocal accompaniment since it can comfortably cover the range that most singers can span.
Each octave is divided into twelve notes; there are seven kinds of notes :


Sa  (Sahajda)


Ri  (Risabh)


Ga  (Gandhar)


Ma  (Madhyam)


Pa  (Pancham)


Dha (Dhaivat)


Ni  (Nishad)

The Sa or tonic is the fundamental note that provides a reference point for the other notes. There is one flavor of Sa and Pa in each octave; each of the other notes come in two flavors, yielding a total of twelve notes per octave; these notes will be represented by the following system of notation : 
	Note
	Note Type
	Notation

	Sa
	Sa
	S

	Ri
	Komal or soft Ri
	R

	Ri
	Ri
	R

	Ga
	Komal or soft Ga
	G

	Ga
	Ga
	G

	Ma
	Ma
	M

	M|a
	Tivar or sharp Ma
	M|

	Pa
	Pa
	P

	Dha
	Komal or soft Dha
	D

	Dha
	Dha
	D

	Ni
	Komal or soft Ni
	N

	Ni
	Ni
	N


On a musical scale there is no absolute position of the tonic or Sa; it can be. Once the tonic Sa is established anywhere on the scale all other notes follow relative to it. Typically on a harmonium a key is selected to represent the Sa, depending on the singer’s voice, and the other notes are automatically selected, relative to the Sa.

Important Terminology

An octave is called a Saptak

The default (normal) octave is called the Madhya Saptak



The nearest lower octave is called the Mandra Saptak

The nearest higher octave is called the Taar Saptak


Tar Saptak notes are distinguished by a dot that appears above them


Mandra Saptak notes are distinguished by a dot that appears below them

4.0 Harmonium Scales for Men, Women & Children

[image: image1]

[image: image2]
5.0 The concept of a Raga

Ragas form the fundamental basis of Indian music; a Raga is extremely difficult to define and each book on music provides vague definitions such as 'Raga means to colour' 'Raga means emotion' and so on. In a simplistic sense, a Raga may be defined as a set of rules that may give rise to a family of musical tunes. A Raga may be thus be considered to be akin to a scale. The most important attributes of a Raga are as follows :  


Vadi 
:
This is the most important note in a Raga; it features


        

prominently in any tune composed in the Raga.


Samvadi :
This is the secondary note in a Raga; it is quite important




but is emphasized less than the Vadi.


Vivadi
:
This is the dissonant note which must not be used at all




in the Raga.


Pakad
:
A sequence of notes that characterize the Raga; these notes




may be used to identify the Raga, thus providing a Pakad or




handle.


Aaroha  :
This is the ascending sequence of notes that should be used.


Avaroha :
This is the descending sequence of notes. 

Note :
It should be noted that  that any tune or composition is going to consist




of several ascending and descending sequences of notes 




juxtaposed to form a melody. The Aaroha and the Avaroha




together define the set of notes that may be used while




descending or ascending.
Thaath :
Parent scale from which multiple Ragas with similar characteristics are derived.

Jati :
Class of Raga; indicates the number of notes used in the Aaroha / Avaroha (see below)
Even though there are 12 notes in an octave, it is normal to use a maximum of seven in both the Aaroha and the Avaroha; Ragas may have 5 to seven notes in either the Aaroha or the Avaroha, and the notes used in both may be  different as long as they are permitted in the Raga being considered. So it is possible to have Ragas that are pentatonic, hexatonic or heptatonic in their ascending or descending scales.


Pentatonic

Arava



Hexatonic

Sharva





Heptatonic

Sampurna

Thus depending on how many notes are permitted in the Aaroha / Avaroha, Ragas can belong to the following Jatis :




Arava 

Arava





Arava 

Sharva







Arava

Sampurna





Sharva 
Arava





Sharva
Sharva







Sharva
Sampurna





Sampurna 
Arava





Sampurna 
Sharva







Sampurna
Sampurna


Ragas are always associated with times of the day, seasons moods etc. Each Raga is supposed to be capable of producing a particular emotion in the listener. While this seems to a strange concept to understand and appreciate, upon listening one begins to associate certain feelings with particular Ragas. Ragas that are sung at dawn or at dusk are known as Sandhi Prakhash Ragas; these Ragas such as Lalit, Bhatiyar, Marwa, Shree, Shuddh Kalyan etc. usually elicit feelings of anxiety. Raga Basant and Malhar, on the other hand usually elicit feelings of joy or bliss. Raga Malkauns is an example of a Raga that is particularly suitable for singing compositions imbued with Veer Ras such as Guru Gobind Singh Ji’s bani.
In the Gurmat Sangeet tradition, most Raagis conform to the guidelines that govern the timing of Ragas, more ore less; you will almost never hear Raga Basant in any season other than Spring. Yaman (Kalyan) will invariably be used in the evening and Ragas like Todi, Bhairavi mostly in the morning. 

6.0 Getting Started (Practical Portion)
Alankar :

The term Alankar literally means an ornament or decoration; it is the repitition of musical notes from a Raga in a particular pattern.

Alanakars maybe of four types :


Asthai Alankar, which returns to the initial note


Arohi Alankar, which is a ascending sequence of notes


Avarohi Alankar, which is a descending sequence of notes


Sanchari Alankar, which combines elements of the above types.

Alankars are extremely useful for practice and are a great way of getting familiar with your keyboard


S R G M P D N S.

S. N D P M G R S 

Here are some more Alankars for practice; try to play them continuously for an extended period of time; its extremely important that your fingers move smoothly on the keyboard because when you are playing a metered melody ( we haven't discussed Tala yet, but we will), an extra second's hesitation is enough to send you out of synchronization with the Tala.


Practice Alankar 1

S R S S R G R S S R G M G R S S R G M P M G R S S R G M P D P M G R S S R G M P D N D P M G R S S R G M P D N S. S. N D P M G R S

This might look extremely difficult, but its not, its a  'pallindromic' alankar or actually a sequence of asthai alankars juxtaposed together; if you break it up you will  see the following pattern :



S

S R S 



S R G R S 



S R G M G R S 



S R G M P M G R S 



S R G M P D P M G R S 



S R G M P D N D P M G R S 

S R G M P D N {S} {S} N D P M G R S
Practice Alankar 2



S G R M G P M D P N D S.


S. N D P M G R S  

Practice Alankar 3



S. D N P D M P G M R G S   



S R G M P D N S.
Practice Alankar 4

S G R S S M G R R P M G G D P M M N D P P N D N S. S. D P M G R S  

Practice Alankar 5

S. D N P P D N M M P D G G M P R R G M S S R G M P D N  S.
Practice Alankar 6

S D P M R N D P G D P M M N D  S.
S. D N P D M P G G P M G R G R S

Practice Alankar 7 
S R G M P D P G M D N S. R. S. G. R. S. N  D N S. M P D N D P M S R G M G R S

7.0 The Ragas of Guru Granth Sahib:

Bani in the Guru Granth Sahib is set to the following 31 Ragas :
Sri 




Majh







Gauri 







Asa 







Gujri 







Dvagandhari







Bihagra







Vadhans







Sorath







Dhanasri







Jaitsri







Todi







Bairari







Tilang







Suhi







Bilawal







Gaund







Ramkali







Natnarai







Maligaura







Maru







Tukhari







Kedara







Bhairo







Basant







Sarang







Malhar







Kanhara







Kalyan







Prabhati







Jaijaiwanti







These Ragas vary widely in complexity and subtlety. Since the Gurmat Sangeet tradition has been largely oral and considerable evolution has occurred in the form of Ragas over the years, it is by no means clear that  the version of a Raga that is generally accepted and used today is necessarily reflective of its form in the time of the Gurus. The evolution of Ragas and their likely form in ancient times is beyond the scope of this discussion and will be considered separately.

This discussion will be focused on a few simple Ragas, in order to convey an appreciation and understanding of their form and subtleties :
7.1 Raga Bilawal

Thath


 : 
Bilawal
Jati 


: 
Sampurana

Time of singing

: 
Mid morning (9 a.m. – 12 p.m.)

Aaroha 


: 
S R G M P D N S

Aaroha 


: 
S N D P M G R S

Pakad
 

: 
D P M G M R S

Bilawal is probably one of the simplest Ragas in the Sri Guru Granth Sahib. It is a Sampurana Raga, which means that it employs all seven notes in the Aaroha and Avaroha. It does not use any Komal or Tivar notes; all notes are of the Shuddha variety. Some kirtaniyas will sometimes use the Komal Ni in the Raga as well for embellishment.

7.1.1 Shabad #1 in Raga Bilawal

The first sample in Raga Bilaval is by the legendary Ragi Bhai Sahib Samund Singh Ji, who was one of the leading Ragis of this century. The Shabad is set to Tintaal, a rhythmic cycle of 16 beats. This beautiful and melodious shabad is a wonderful way to get started in the appreciation of Raga Bilaval.
The shabad is :

rwgu iblwvlu mhlw 1 caupdy Gru 1 ] 

qU sulqwnu khw hau mIAw qyrI kvn vfweI ] 

jo qU dyih su khw suAwmI mY mUrK khxu n jweI ]1] 

qyry gux gwvw dyih buJweI ] jYsy sc mih rhau rjweI ]1] rhwau ] 

jo ikCu hoAw sBu ikCu quJ qy qyrI sB AsnweI ] 

qyrw AMqu n jwxw myry swihb mY AMDuly ikAw cqurweI ]2] 

ikAw hau kQI kQy kiQ dyKw mY AkQu n kQnw jweI ] 

jo quDu BwvY soeI AwKw iqlu qyrI vifAweI ]3] 

eyqy kUkr hau bygwnw Baukw iesu qn qweI ] 

Bgiq hIxu nwnku jy hoiegw qw KsmY nwau n jweI ]

The meaning of the Shabad is :

My Lord Waheguru, foolish as I am, I am incapable of  describing you and appreciating you. Whatever I can say, inadequate as it is, is uttered through your grace.

Bless me; enable me to sing your praises.

All creation owes its existence to you ; naïve,  blind as I am, how can I ever dream of comprehending your limitless self.
As hard as I try, I am unable to describe you with my words; so beyond description are you. Whatever little I can say, in your praise, is by your grace alone.
I am like the stray dog, who being set upon by ferocious dogs in an unfamilar place, barks weakly in an attempt to defend himself. (The metaphor of the dog being set upon refers to the human being who in this world is similarly cowed by the ferocity of Kam, Krodh, Lobh, Moh Ahankar). It is to save myself that I plead before you, jst as the poor dog barks trying to defend himself.
Recording  in Raga Bilaval by Bhai Samund Singh Ji :

Source : Shabads of Guru Nanak; EMI Recording

Copyright notice. This recording is  protected by copyright law and by international treaties. You may download MP3 files and make a reasonable number of copies of this material only for your own personal use. You may not otherwise reproduce, distribute, publicly perform, publicly display, or create derivative works of this material, unless authorized by the appropriate copyright owner(s).
Shabad Notation :

	
	
	
	3
	
	
	
	4
	
	
	
	X
	
	
	
	2
	
	
	

	Sthaiye
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	G
	M
	D
	P

	
	
	
	M
	G
	G
	R
	R
	S
	R
	S
	G
	G
	G
	G
	*
	*
	*
	G

	
	
	
	G
	G
	P
	P
	P
	N
	N
	S
	D
	D
	P
	P
	*
	*
	*
	*

	Antra
	
	
	P
	P
	P
	P
	N
	D
	N
	N
	S.
	S.
	S.
	S.
	S.
	R.
	S.
	S.

	
	
	
	N
	N
	N
	N
	D
	N
	S.
	R.
	N
	N
	N
	S.
	D
	D
	P
	P

	
	
	
	P
	P
	P
	P
	N
	D
	N
	N
	S.
	S.
	S.
	S.
	 
	 
	 
	 


7.1.2 Shabad #2 in Raga Bilawal

One of the most notable contributions of Guru Ramdas Ji to Gurmat Sangeet is the composition and singing of Partaals. No references to Partals are found in any ancient texts on Indian music. Guru Ramdas Ji composed Partals in Raga Nat Narayan, Nat, Sarang, Malhar and Kanada. Partals are unique compositions in which different Talas or rhythmic patterns, usually five, are used to sing the Sthai and each Antra. The Sthai is always sung in one Taal, usually a Dhrupad Tala such as Char Taal or Panj Taal  Di Savaari, and each Antra is set to a unique Tala. The meter and cadence of each line in the text is unique, rendering it suitable for this form of singing. Old school Kirtaniyas were adept in the art of Partal singing. This is a tradition that is slowly becoming obscure.

The second sample recording is a Partal in Raga Bilawal by Bhai Sahib Avtar Singh and Bhai Sahib Gurcharan Singh accompanied by Bhai Swaran Singh on the tabla. This is a seminal recording by one of the most distinguished Ragi Jathas of our time that conveys the grandeur and richness of the Gurmat Sangeet tradition.

The shabad starts with a stately, unhurried Mangla Charan in Vilambhit Laya (Slow Tempo) which is the hallmark of traditional Gurmat Sangeet. The Asthai (refrain) is in Chotti Tintal, which like Tintal is a rhythmic cycle of 16 beats, but has a cadence quite distinct from Tintaal; it is also known as Punjabi Theka of Tintal. The first and the second Antras are in Ektaal, a rhythmic cycle of 12 beats. The third Antra is in Rupak Taal, which has 7 beats. Each time the Asthai is sung, the Taal reverts to Choti Tintaal.
rwgu iblwvlu mhlw 5 Gru 13 pVqwl  <> siqgur pRswid ] 

mohn nId n AwvY hwvY hwr kjr bsqR ABrn kIny ] aufInI aufInI aufInI ] kb Gir AwvY rI 
]1] rhwau ] 

srin suhwgin crn sIsu Dir ] lwlnu moih imlwvhu ] kb Gir AwvY rI ]1] 

sunhu shyrI imln bwq khau sgro AhM imtwvhu qau Gr hI lwlnu pwvhu ] 

qb rs mMgl gun gwvhu ] Awnd rUp iDAwvhu ] nwnku duAwrY AwieE ] qau mY lwlnu pwieE rI ]2] 

mohn rUpu idKwvY ] Ab moih nId suhwvY ] sB myrI iqKw buJwnI ] Ab mY shij smwnI ] mITI iprih 
khwnI ] mohnu lwlnu pwieE rI ] rhwau dUjw ]1]128]
The Meaning of the Shabad is :

I am sleepless my Lord; adorned with beautiful jewels and clothes, I sigh
In sorrow as I wait for you to return home; when will you return home ?

I lay my head at the feet of the happy, fulfilled brides, seeking solace

Seeking their help, begging them to unite me with my beloved

Asking them when he will return to me

Listen my friends and I will tell you how you can attain Him

Banish you ego and you will find Him right here, in your heart

Then in delight, you will sing songs of joy

And meditate on the Lord, the embodiment of bliss

Says Nanak, I approach the Lord’s door, and find my Beloved

He has revealed himself to me and now I can sleep in peace

My thirst is quenched; I am at peace

How sweet is the tale of my Lord, who I am united with

Recording of Shabad  in Raga Bilaval by Bhai Avtar Singh, Bhai Gurcharan Singh, Bhai Swaran Singh  :
The source of this recording is the Kirtan collection of S. Baldev Singh; it was likely recorded in his home in Austin in the 80s.

7.2 Raga Dhanasri

Thath


 : 
Kafi

Jati 


: 
Arava - Sampurana

Time of singing

: 
Late Afternoon 

Aaroha 


: 
S G M P N S

Avaroha 

: 
S N D P M G R S

Dhanasri is a beautiful late afternoon Raga which is not very prevalent in Hindustani Classical music. Its close sibling, Raga Bhimpalasi is more popular. Raga Dhanasri will enable us to introduce the concept of Komal or soft notes; this Raga employs the Komal Ga and Ni, as can be seen by the underlined Ga and Ni in the above Aaroha and Avaroha.
7.2.1 Shabad #1 in Raga Dhanasri

The first sample recording is a magnificent rendition of Sri Gur Nank Dev Ji’s Aarti by Bhai Avtar Singh and Bhai Gurcharan Singh Ji. The shabad is set to Rupak Taal, a rhythmic cycle of  7 beats.
DnwsrI mhlw 1 AwrqI <> siqgur pRswid ] 

ggn mY Qwlu riv cMdu dIpk bny qwirkw mMfl jnk moqI ] 

DUpu mlAwnlo pvxu cvro kry sgl bnrwie PUlµq joqI ]1] 

kYsI AwrqI hoie Bv KMfnw qyrI AwrqI ] Anhqw sbd vwjMq ByrI ]1] rhwau ] 

shs qv nYn nn nYn hY qoih kau shs mUriq nnw eyk qohI ] 

shs pd  ibml nn eyk pd gMD ibnu shs qv gMD iev clq mohI ]2] 

sB mih joiq joiq hY soie ] iqs kY cwnix sB mih cwnxu hoie ] 

gur swKI joiq prgtu hoie ] jo iqsu BwvY su AwrqI hoie ]3] 

hir crx kml mkrMd loiBq mno Anidno moih AwhI ipAwsw ] 

ik®pw jlu dyih nwnk swirMg kau hoie jw qy qyrY nwim vwsw ]4]1]7]9] 

The Meaning of the Shabad is :

The Sun and the Moon shine like lamps, on the celestial platter of the sky; stars like pearls
Sweet smelling sandalwood as incense, the wind as fan, and all the plants of the world as altar flowers

O destroyer of fear, this Aarti, this lamp-lit worship is wonderful !

The divine, ustruck melody is the temple drum

You have countless eyes and are yet sightless; countless forms but are yet formless

Countless lotus feet, yet not one foot; your miraculous creation entrances me

Amongst all light, You are the light that is radiant within all

Through the teachings of the Guru, the light shines forth

That which pleases him is the only true Aarti

My mind is entranced by the Lord’s lotus feet, night and day

Bestow your mercy on Nanak so that he may forever dwell  in the bliss of your Name
Recording  in Raga Dhanasri by Bhai Avtar Singh, Bhai Gurcharan Singh  :
Source : Shabads of Guru Nanak; EMI Recording
Copyright notice. This recording is  protected by copyright law and by international treaties. You may download MP3 files and make a reasonable number of copies of this material only for your own personal use. You may not otherwise reproduce, distribute, publicly perform, publicly display, or create derivative works of this material, unless authorized by the appropriate copyright owner(s).
 7.2.1 Shabad #2 in Raga Dhanasri
The second sample recording is a Partal sung by Bhai Surjit Singh (Long Island). This is an excellent example of Partal Gayki; the following Talas are employed in this Partal :

Sthai : Char Taal, a rhythmic cycle of 12 beats in Vilambhit or slow tempo

Antra 1 :
 Soolfak, a rhythmic cycle of 10 beats; the tempo is four times that of the Sthai
Antra 2 : Rupak, a rhythmic cycle of 7 beats; tempo same as that of Antra 1

Antra 3 : Panjtaal Ki Savari, a rhythmic cycle of 15 beats; tempo twice that of the Sthai

Antra 4 : Tintaal, a rhythmic cycle of 16 beats; tempo same as that of Antra 1

Ths singing of the Sthai in Char Taal is in the Dhrupad style, which possibly was the style of Kirtan in Guru Nanak Dev Ji’s times. The tempo is extremely slow; the Tala  uses rhythmic constructs or ‘Bols’ that are typically played on the Pakhawaj or Mridangam in Dhrupad accompaniment. The Tabla is struck with the hand held rather flat and open, as opposed to the typical fingering techniques that are used in playing Talas that are not from the Dhrupad tradition.

DnwsrI mhlw 5 ] 

hliq suKu pliq suKu inq suKu ismrno nwmu goibMd kw sdw lIjY ] 

imtih kmwxy pwp icrwxy swD sMgiq imil muAw jIjY ]1] rhwau ] 

rwj jobn ibsrMq hir mwieAw mhw duKu eyhu mhWq khY ] 

Aws ipAws rmx hir kIrqn eyhu pdwrQu BwgvMqu lhY ]1] 

srix smrQ AkQ Agocrw piqq auDwrx nwmu qyrw ] 

AMqrjwmI nwnk ky suAwmI srbq pUrn Twkuru myrw ]2]2]54]

The meaning of the shabad is :
Simran of Waheguru’s name yields joy in this worlda and the next; indeed forever.. Chant forever the Name of the Lord of the Universe. 

The company of the holy erases sins; this is infusing life into the dead. ||1||Pause|| 

In the intoxications of  power, youth and Maya, the Lord is forgotten; this is the greatest tragedy - so say the wise 

Hope and desire to sing the Lord`s Praises - this is the treasure that  his most fortunate devotees realize ||1|| 

O all-powerful, inscrutable and unfathomable Lord ; your name purifies and cleanses sins
The Lord and Master of Nanak pervades and permeates everything 2||2||54|| 

Shabad in Raga Dhansri by Bhai Kanwarpal Singh
Source : Private recording; Bridgewater New Jersey, mid 90s
7.3 Raga Malhar 
Thath


 : 
Khamaj
Jati 


: 
Sampurana

Time of singing

: 
The months of Savan & Bhadon (mid July – mid September)
Aaroha 


: 
S GR GR M M R P N D N S.
Avaroha 

: 
S. D N  P M G M R MR RN. S
Malhar is a majestic seasonal Raga that is sung in the ‘rainy season’ in Punjab, which roughly spans mid July to mid September. The contemporary form of this Raga is called Miyan Ki Malhar; Miya Tansen, the legendary court singer in the Mughla Emperor Akbar’s court is credited with inventing Miyan Ki Malhar. The form of Malhar, presented here is not prevalent in Hindustani Classical music today. It is highly likely that this is the pristine form of Malhar, which was sung in the times of the Gurus.

The sample Shabad presented in this Raga is sung by Bhai Gurmit Singh Shant, arguably one of the brightest young talents in the world of Gurmat Sangeet today.

mlwr mhlw 1 ] 

krau ibnau gur Apny pRIqm hir vru Awix imlwvY ] 

suix Gn Gor sIqlu mnu morw lwl rqI gux gwvY ]1] 

brsu Gnw myrw mnu BInw ] 
AMimRq bUMd suhwnI hIArY guir mohI mnu hir ris lInw ]1] rhwau ] 

shij suKI vr kwmix ipAwrI ijsu gur bcnI mnu mwinAw ] 

hir vir nwir BeI sohwgix min qin pRymu suKwinAw ]2] 

Avgx iqAwig BeI bYrwgin AsiQru vru sohwgu hrI ] 

sogu ivjogu iqsu kdy n ivAwpY hir pRiB ApxI ikrpw krI ]3] 

Awvx jwxu nhI mnu inhclu pUry gur kI Et ghI ] 

nwnk rwm nwmu jip gurmuiK Dnu sohwgix scu shI ]4]2] 

The Meaning of the Shabad is :
I pray to my Beloved Guru, that He may unite me with my Lord. 

I hear the thunder in the clouds, and my mind is cooled and soothed; imbued with the Love of my Beloved, I sing His praises. ||1|| 

The rain pours down, and my mind is drenched with His Love. 
The drop of Amrit  pleases my heart; my mind is drenched in the sublime essence of the Lord. ||1||Pause|| 

With peace and poise, the bride is loved by her Lord; her mind is pleased and appeased by the Guru`s Teachings. 

She is the happy bride of her Lord; her mind and body are filled with the joy of His Love. ||2|| 

Casting asides her vices, she becomes detached from the world; with the Lord as her Husband, her marriage is eternal. 

She never suffers separation or sorrow; her Lord God showers her with His Grace. ||3|| 

Her mind is steady and stable; she is free of the cycle of rebirth. 

She seeks shelter in the Perfect Guru. O Nanak Naam is the path to being accepted as the bride of the ||4||2|| 

Recording in Raga Shuddh Malhar by Bhai Gurmit Singh Shant


Source : Private Recording, Bridgewater New Jersey, 1997
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Keyboard / Harmonium; Scale for Women & children

















































































































N


.





D


.





M|


.





G


.





R


.





N


.





D


.





P


.





M


.





G


.





R


.





S


.





.D





.


M|





.G





.R





.N





.D





.


P





.M





.G





.


R





.


S





N





D





M|





G





R





N





D





P





M





G





R





S





Keyboard / Harmonium; Scale for Men
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