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mahaprabhoh kirtana-nrtya-giia-
vaditra-madyan-manaso rasena

romEﬁca—kampﬁs?u—{araﬁga«bh@o
vande guroh sri-caranaravindam

"Chanting the holy name, dancing in ecstasy, singing, and playing musical
instruments, the spiritual master is always gladdened by the sankirtana
movement of Lord Caitanya Mahaprabhu. Because he is relishing the mellows
of pure devotion within his mind, sometimes his hair stands on end, he feels
quivering in his body, and tears flow from his eyes like waves. I offer my
respectful obeisances unto the lotus feet of such a spiritual master."
-Sr?S;TGurv-a._s{afca




Persons who are interested in the subject matter
of this book or who would like to make suggestions
for the forthcoming sequel
may correspond with the author at this address:

Ramanujacharya Das
ISKCON
P O Box 56003
Chatsworth 4030
South Africa

© 1995 A Vaisnava Harmonium and Singing Method
by Ramanujacharya Dasa,
All rights reserved.

Printed by Optimum Print, Durban, South Africa




DEDICATION

To all of the followers of Srila Prabhupada

His Divine Grace A. C. Bhaktivedanta Swami Prabhupada
Founder-Acarya of the
International Society for Krishna Consciousness




Acknowledgements

By the causeless mercy of the Supreme Personality of Godhead, Sri Krsna, we received
the inspiration, direction and strength to produce this book. Combined with the merciful
blessings of our beloved spiritual master, Srila Prabhupada, the work was completed. For
musical inspiration I am first of all indebted to Srila Prabhupada, and then to my godbrothers
Acyutananda Prabhu, Agnideva Prabhu, Vaiyasaki Prabhu and Dhrstadyumna Prabhu. For
musical instruction I am deeply grateful to Stiman Anandrao Lingayat, Sriman Bansi Hariram
and Sriman Nandlal Pareekh.

As far as the production of this book is concerned, I am deeply indebted to Sri Hari
Prabhu (South Africa) who worked with me for many hours composing this book on his
computer. His tremendous effort in this regard is largely responsible for the completion of this
work. I also thank His Holiness Bhakti Charu Swami, who is'my guide and very dear friend,
for kindly writing the forward. Sfiman Krishen Sehgal and Seva Ras Prabhu, both of Bombay,
gave important insight into the use of the ragas while going through the manuscript with me.
Jenny Rajamooni was responsible for the beautiful cover design. ST Krish Soobramoney of
Optimum Print in Durban graciously printed this book out of his great generosity. Smita
Krsna Prabhu also helped considerably.

I ' want to thank these and all the other devotees who helped and encouraged me. 1 hope
this presentation will find favour with the Vaisnavas so they may be pleased to bless us.




Contents

Forword
Preface

The 7als (Rhythm Cycles)

Description and Playing of the Harmonium
The Seven Swaras

The Various Positions of Sa

Advice for Singers

Position B1 -- Playing the Basic Scale

The Alankars

Bl. 1 Hare Krsna Mah3-mantra

B1. 2 Paifica-tattva Maha-mantra

B1. 3 Hare Krsna Maha-mantra

B1. 4 Hare Krsna Maha-mantra

Bl. 5 Nama-sankirtana

B1. 6 Hare Krsna Maha-mantra

B1. 7 Gurudeva

Playing the Vikrt Notes

The Ten Parent Scales or Thaths

B1.8 Srila Prabhupada Pranati

B1. 9 Bhoga-arati

B1. 10 Hare Krsna Maha-mantra

B1. 11 Pafica-tattva Maha-mantra and Hare Krsna Maha-mantra
Bl. 12 Savarna-§ri-gaura-pada-padme Prarthana
Bl. 13 Hare Krsna Maha-mantra

Bl1. 14 Bhaja hif Re Mana Sti Nanda-nandana
Bl. 15 ST Damodarastaka

Bl1. 16 Ista-deve Vijfiapti

Position B2

B2.1 Govinda Jay Jay

B2.2 Hare Krsna Maha-mantra

B2. 3 S Da$avatara-stotra

B2. 4 Sii Nrsimha Pranama and Prayer to Lord Nrsimha

B2.5 Govinda Jaya Jaya, S;rl‘l(g'gt_la Govinda Hare Murare
and Om Namo Bhagavate Vasudevaya

B2. 6 Jaya Radha-Madhava and Hare Krsna Maha-mantra

X1
xiii

NV A W

10
12
13
14
16
17
18
19
20
21
23
25
27
29
31
33
34
37

41
42
44
46
48

52
55



B2. 7 8 Nrsimha Pranama and Prayer to Lord Nrsirhha
B2.8 S:rTTulas'l'-lEl"rtana

B2. 9 Sri Tulasi Pradaksind Mantra

B2. 10 Hare Krsna Maha-mantra

B2. 1] Sapé"rgada-bhagavad-viraha-jam'ta-vilipa

B2. 12 Raghu-pati Raghava

B2. 13 Hare Krsna Maha-mantra

B2. 14 Gaura-arati

B2. 15 Pafica-tattva Maha-mantra (Gaura-arati melody)
B2.16 Hare Krsna Maha-mantra (Gaura-arati melody)

Position B3

B3. 1 Jay Raghu-nandana

B3. 2 Hare Krsna Maha-mantra
B3.3 S$iiRadhika-stava

B3.4 Si Sti Gurv-astaka

B3.5 Sqila Prabhupada Pranati
B3. 6 Paifica-tattva Maha-mantra
B3. 7 Hare Krsna Maha-mantra

Position W7 )

W?7.1 Hare Krsna Maha-mantra

W7.2 Savarana-sti-gaura-pada-padme Prarthana
W7.3 Sii Nama-Kirtana

W7.4 Hare Krsna Maha-mantra

Appendix A - The Tuning of the Harmonium

Appendix B - The Names of the Harmonium Keys
According to the Western System

Appendix € - The Twelve Positions of Sa

Appendix D - The Vocal Ranges

Appendix E - A Description of Raga

A Description of the Characteristics of Some Prominent Ragas

Appendix F - Drones, Harmonies and Chords
Select Bibliography
Glossary

59
63
65
67
69
7
74
76
79
81

85
86
87
89
90
92
94
96

99
100
101
103
105

107

108
109
112
113
116
123
125
127




Foreword

Krsna consciousness is integrally related with music. In the spiritual sky every word is
music, therefore, the best means to attain the spiritual sky is through music -- saikirtana.
When Srila Prabhupada started the Hare Krsna movement in America, what attracted people
most was his music; therefore it is very important for the devotees of ISKCON to learn how
to sing and play music properly.

Music not only helps one go within oneself, it also has a sublime effect on the listeners.
When the holy name of the Lord is sung with a melodious tune, even a brute is transformed
into a saint. Music has the power to literally melt a rock or make a mountain fly.

I'am sure this book by Ramanujacharya Prabhu will help the devotees of ISKCON get
the much needed guidance for entering into the world of music. This book has been
specifically designed for the devotees of ISKCON. I am confident that the devotees will find
this book very useful and a good help in understanding the basics of Indian music.

Ramanujacharya Prabhu has studied Indian classical music with dedicated enthusiasm
and is undoubtedly the right person to write this book. Iam sure that the devotees who are
interested in learning music will be thankful to him for this service which he has rendered for
the pleasure of Srila Prabhupada.

Bhakti Charu Swami
ISKCON Guru, GBC
and Minister of Culture




Preface

This book is especially meant for the members of the International Society for Krishna
Consciousness. Its purpose is to teach them how to sing and play the harmonium according to
what has come to be known as the North Indian or Hindustani system of music. In India there
are two main systems of classical music, the Karnatic or South Indian system and the
Hindustani or North Indian system. The three main places of pilgrimage for the Gaudiya
Vaignavas, Vrndavan, Mayapur and Jagannath Puri, are all located in areas where the North
Indian system is followed. More importantly though, our acaryas used this system of music.
We shall therefore learn Indian music according to this system.

The harmonium is not originally an Indian instrument. Indeed, it was invented in 1840
by one Alexandre Debain of Paris. When the British were ruling India, they brought their
musical instruments with them, one of which was the harmonium. While fading out of use in
the Western countries, the harmonium has become increasingly popular all over India,
primarily as an accompanying instrument for devotional singing. Although not originally a
Vedic instrument, its acceptability was demonstrated by our spiritual master, $rila
Prabhupada, who played it on many occasions while singing in pure devotion.

Sometimes devotees, especially from Western backgrounds, find it difficult to relate to
and understand the music of His Divine Grace in particular and Indian music in general. To a
large degree this is due to their past exposure to Western music and their lack of exposure to
Indian music. While the two systems of music have many things in common, there are
differences as well. Western music is based upon such concepts as harmony, modulation and
counterpoint which are not found in Vedic music. On the other hand, Indian music is based
upon the concept of raga, the melodic basis of the classical tradition. When properly
understood and appreciated the rdgas create an emotional impact upon the listener which is
different from that effected by Western music. The rhythms used and the emphasis in the
rhythms are also different. These and other concepts will be introduced and developed in this
book.

The idea in presenting this book is to use the maniras, prayers and devotional songs, and
their melodies which are, for the most part, familiar to the members of ISKCON. In this way,
the learning of the harmonium, singing and the art of music will be most relevant and useful. It
is hoped that the Vaisnavas will be pleased with this humble effort of ours to present a method
for learning our traditional system of music. Hare Krsna.

Ramanujacharya Dasa

July, 1995
Sri Sri Radha Radianzna Mandir
Durban, South Africa




THE TALS (RHYTHM CYCLES)

Before learning to play the harmonium we shall first learn how to keep time by counting
the #als or rhythm cycles which will be used in this course.
In Indian music /a/ means a rhythm cycle which contains a particular number of beats

In each 7al there are beats with different degrees of importance. The most strongly
emphasized beat is the sam (pronounced "sum") which is usually the first beat of the rhythmic
cycle of the 1@/. The other important beats are called talis, and the unstressed (empty) beats
are called khalis. Tali means "a clap" and khali means "empty." To keep time, the beats are

tapping the fingers of the right hand upon the left palm, starting with the little finger, then the
ring finger, middle finger, and so on, according to the number of beats between the important
ones. In musical notation the sam is indicated by the symbol "X"; the alis are indicated by the
numerals 2, 3 etc.; and the khalis are indicated by the symbol "O."

The 1als are divided into khandas or chambers. The first beat of each khanda must be
either the sam, a tali or a khali. In musical notation the khandas are separated by vertical
lines.

variety of thekas. 1t is not necessary to learn the thekas at this point, but they are nice to
know.) On the forth line are shown the claps, wave of the hand, and fingers tapped which are
. used to indicate the various matras of the ral.

You should learn to keep the time of these 7ils by these various hand movements. This
should be done very steadily and regularly, and with a moderate speed.




Keherwa tal or Kaharwa tal (eight matras)

X 0]

1 2 3 4 5 6 7

Dha Ge Na Ti Na Ka Dhin

clap little ring middle wave little ring
finger finger finger finger finger

Tintal or Trital (sixteen matras)

X 2
1 4 3 4 5 6 7
Dha Dhin Dhin Dha Dha Dhin Dhin
clap little ring middle clap little ring
finger finger finger finger finger
o) 3
9 10 11 12 13 14 15
Dha Tin Tin Ta Ta Dhin Dhin
wave little ring middle clap - little ring
finger finger finger finger finger
Dadra ral (six matras)
X (0]
1 2 3 4 5 6
Dha Dhin Na Dha Tin Na
clap little ring wave little ring
finger finger finger finger

The common kartal rhythm is shown as follows in keherwa ral.

X (0]
1 2 3 4 5 6 7
Ching -- Chi Chi Ching -- Chi

This sign "--" indicates either an extension of the previous matra or a rest.

Na

middle
finger

Dha
middle
finger
16
Dha

middle
finger

Chi




DESCRIPTION AND PLAYING OF THE HARMONIUM

The harmonium is basically an organlike keyboard instrument which has from one to three
sets of metal reeds. It is played by pressing the keys of the keyboard with the fingers of one
hand while simultaneously pumping in air through the reeds with the bellows with the other
hand. Its range is from three octaves (37 keys) to three and a half octaves (42 keys). The
sets of reeds may be of three registers--bass, male and female. The harmonium may also be
fitted with extra reeds for drone notes which are called srutis. On the front of the instrument

are various knobs. Generally the large knobs control the sets of reeds and the small knobs
control the drones or srutis.

While using the harmonium please remember:
1) Do not pump the bellows while the stops are closed or the keys are not pressed, and
2) Do not pump with more force than necessary.
Either of these practices may damage the joints, seals and reeds of the instrument.
For an essay on the tuning of the harmonium please see Appendix A. It is not
necessary though, to read or understand this essay in order to follow the course.

THE LAYOUT OF THE KEYBOARD AND THE NAMES OF THE KEYS

——

low octave middle octave high octave ultrahigh octave
(mandra saptak) (madhya saptak) (1ar saptak) (ati tar saptak)

Octave (saptak) is defined as follows:
1. a note seven degrees above or below another.
2. the interval between a note and its octave.
3. a series of notes filling this interval.
According to the Indian system the keys are named as follows:
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Black and White are abbreviated as B and -V respectively. So Bl means Black 1 or the first
black key, and so on. Similarly W1 means White | or the first white key, and so on.
In this course we will be using the Indian system for identifying the keys. The names

of the keys according to the Western System are given for reference in Appendix B, although
we will not be using this system in this course.




THE SEVEN SWARAS

In North Indian musical theory seven notes (swaras) are recognised. The names of these are
Sadja, Rsabh, Gandhar, Madhyam, Paficam, Dhaivat and Nisad); or in the commonly used
abbreviated forms: Sa, Re, Ga, Ma, Pa, Dha and Ni. These notes are referred to in the
Srimad Bhagavatam in the following places: 1.6.32, 3.12.47 and 6.5.22. There in the verses
and purports of the Bhagavatam it is stated that these seven musical notes come from the
Sama Veda, that they are originally called Sabda-brahma or spiritual sound, and that they
are transcendental and are specifically meant for transcendental songs. It is also described
that during the creation Lord Brahma’s sensual activities became manifested as these seven
notes of music.

The Indian nomenclature is comparable to that of Western tonic-solfa (Do, Re, Mi, Fa, Sol,
La and Ti). There is no absolute or fixed pitch attached to the notes, and the ground-note
(the note which serves as the point of reference of the scale) is called Sa, irrespective of its
pitch. In other words, Sa may be established on any one of the seven white or five black keys
of the harmonium's octave.

Of these seven notes, Sa and Pa (the first and fifth notes) are "immovable notes" (acal
swaras)-- they have no flat or sharp positions, and Pa is always a perfect fifth above the Sa.
The remaining five notes are "movable notes" (cal swaras). These each have two possible
positions, a semitone (one key on the harmonium) apart. One of these is called suddh (pure)
which is comparable to the "natural” of the West. In the suddh scale composed of Sa, Pa and
the five movable notes in their fuddh position, the distribution of tones and semitones
corresponds to that of the Western major scale. -

When the movable notes are not in the suddh position, they are called vikrt-- altered. The
vikrt notes will be described later on.

There are three registers (sthans or saptaks) which are generally recognised, each
extending from Sa to the Ni above: middle (madhya); high (tar) and fow (mandra). These
are determined according to the position of Sa which may vary in pitch, and do not
correspond to the three octaves of the harmonium keyboard, unless, of course, Sa is
established on key W1.



THE VARIOUS POSITIONS OF SA

In this course the term “position” refers to the position of Sa, the starting note of the
scale. Sa may be established on any of the twelve notes of the octave, consisting of seven
white keys and five black keys. In this course we will only be using the following four
positions : Bl, B2, B3 and W7. We will be studying each of these four positions one by
one. Diagrams of the fuddh (major) scale in each of these four positions along with the
respective fingerings are given below. For charts showing all twelve positions, please see
Appendix C. On the diagrams ‘T’ means thumb, and 1, 2 and 3 mean the first, second and
third fingers respectively. Also Sa, Re, Ga, Ma, Pa, Dha and Ni have been shortened to S,

11:\, G, M, P, D and N. A dot above the ‘S’ indicating Sa denotes the Sa in the high register or
igh Sa.

S R M P D 3§

. I




ADVICE FOR SINGERS

"There are many professional chanters who can perform congregational chanting with
various musical instruments in an artistic and musical way, but their chanting cannot be as
attractive as the congregational chanting of pure devotees. If a devotee sticks strictly to the

The following are some usefl recommendations for singers.

- While singing, absorb yourself in remembering your spiritual master and Sri Krsna.

Sing with feeling and emotional involvement (bhava).

- Maintain celibacy (brahmacarya).

Don't take any intoxicants or stimulants.

- Sing sweetly and melodiously.

Pay attention to the rhythm and melody.

. Sing with confidence. (This comes with practice.)

: Pronouncg the words properly and clearly.

When singing before other people, maintain pleasant facial expressions.

10. Singing on an empty stomach is better than singing directly after a meal.

11. While singing, do not drink sweet or very cold drinks. Water is the best drink.

12. The best time for practicing is early in the morning before breakfast.

13. While singing, maintain good posture. Keep your spine straight. Maintain control of your
abdominal muscles, Keep the throat relaxed.

14. Practice complete breathing through the nostrils. Complete breathing involves complete
exhalation and complete inhalation. (For a complete explanation of complete breathing,
breath control and yogic breathing please consult the following two books which are listed
in the bibliography: How ro Sing and Yoga Self-Taught.)

15. The practice of prandayama is helpful for strengthening the diaphram and the lungs, and for
developing control of the breath.

16. Gargle with warm salt water in the morning.

17. Before learning how to sing the words of a selection, learn how to sing its notes first. (Sa,

* Re, Ga, Ma, etc.) This will be further explained a little later.

A - BV I N W S

For an essay explaining the various vocal ranges, please see Appendix D.



POSITION B1 -- PLAYING THE BASIC SCALE

Now let us study position Bl starting on the first black key. The following diagram
shows the keys played along with the appropriate fingering.

S R M P D
G

LI

& TLE a3

N.B. Beginning students often find it helpful to apply to the appropriate keys stickers upon
which the names of the notes or their one-letter abbreviations are written.

Our first exercise is to play and sing the suddh scale while ascending and descending.

The ascending scale is called aroha and the descending scale is called avaroha.
aroha: 8Sa, Re, Ga, Ma, Pa, Dha, Ni, Sa

avaroha: éa, Ni, Dha, Pa, Ma, Ga, Re, Sa

AN EXPLANATION OF THE NOTATION USED FOR THE MUSICAL SELECTIONS

On the first line at the beginning of the selection are the ral signs -- X, O, 2, and 3.

Beneath this line are the letters S, R, G, M, P, D and N which stand for the swaras Sa,
Re, Ga, Ma, Pa, Dha and Ni, and should be read as such. A dot above one of these letters
denotes a swar in the high register -- i.e. § denotes high Sa. A dot below one of these letters
denotes a swar in the low register -- i.e. N denotes low Ni.

Beneath this line are the words of the selection.

Please note that the horizontal lines are divided into sections by vertical lines according
to the khandas of the tal.

”

The swaras (notes) given within this sign “_" should be sung or played within one
matra (beat) time.

The swar followed by this sign “--” is to be extended for one matra. This sign may
also indicate a rest. If it is used within the matra sign (._) with a swar it means either an
extension of the previous note or a rest if used initially.




Play the basic scale in various speeds in the B1 position as follows:
Based on the Bilaval thath Keherwa tal (8 matras)

X 0 X 0

4 beats per note:

8§ = ~ ~< |R =« 4 IG - - <M - . .
PP = =Ip — — N -« o s L
S - —- - |IN - o . ID - w P . - .
M - - L |G - . _ IR - —~ s . - _

1 beat per note

v

z
@
Y
7

§$ R G M|P D N §|§ N bD

1/2 beat per note:

SR GM PD NS |SN DB MG RS ISR GM PD N§|dN Dp MG Rs,

You can also sing Hare Krsna while playing the scale like this:
X (0] X 0
S R G M[P D N §|§ N D P |M 6 =& S

ha- re  krs- na | ha- re k. na krs- na  krs- pa | ha- re  ha- re
ha- re ra- ma|ha- re 1z ma | ra- ma ra- ma| ha- re ha- re

»

Play these notes over the low, middle and high octaves of the keyboard. It will not, of
|t':c:)urse, be possible to sing over the whole range.



THE ALANKARS
Alankar literally means an ornament or an embellishment. The alankars are a type of
musical exercise. They help the student to gain technical facility in singing and playing. The

Suddh scale, sung and played while ascending and descending, is the first alankar, We have
already learned this.

Here is a list of all the alankars which we will learn. Please practice them well in
different tempos.
1. @roha: S,R,G,M,P,D, N, §

avaroha: S, N,D,P,M, G, R, S

2. aroha: SRG, RGM, GMP, MPD, PDN, DN§

avaroha: SND, NDP, DPM, PMG, MGR, GRS

3. @roha: SRGM, RGMP, GMPD, MPDN, PDNS

avaroha: SNDP, NDPM, DPMG, PMGR,MGRS

4. aroha: SRGMP, RGMPD, GMPDN, MPDN$

avaroha: SNDPM, NDPMG, DPMGR, PMGRS

5. aroha: SG, RM, GP, MD, PN, D § (N R)
avaroha: SD, NP, DM, PG, MR, GS, (R N)
NB. With this alankar you need to adjust the fingering as noted below.

aroha: S G, RM, GP, MD, PN, D §, (NR)
I1T12 T2 13 2T12 T2

avaroha: $D, NP, DM, P G, MR, GS, RN)
21 T2 31 2T 21 T1 21

Play this alankar over the whole keyboard. The notes which are in parentheses are used for
transition between octaves.

6. aroha: SNSRG, RSRGM, GRGMP, MGMPD, PMPDN, DPDNS

avaroha: SRSND, NSNDP, DNDPM, PDPMG, MPMGR, GMGRS




Bl1.1 Hare Krsna Mah&-mantra

hare krsna hare krsna kysna krsna hare hare
hare r@ma hare rama rama rama hare hare

Notes used - NSRGMP

N.B. 1. Before learning how to sing the words of each selection, learn how to sing its notes

first, singing the syllables Sa, Re, Ga, Ma, Pa, Dha and Ni.

2. In position B1, N (low Ni) is on key W1 of the lew octave. o ddhly

3. The term Bilaval thath (pronounced like the word "tot") indicates that all the notes
which are used in a particular selection are Suddh. This will be fully explained later
on page 20.

4. Sthayr which means "permanent” is the first, and generally the basic melody of a
musical selection. Antard which means "in the interior" is an alternate melody, or any
melody except the first.

Based on Bildval thath Keherwa ral (8 matras)
Sthayr
X 0} X O
R G
ha- re
ha- re
M--M—--—---GRG--G»-—--—RS
k- > pa - o ha e |k s o == -~ ks pa
a - ma -~ | - . pa re \r&= - ma - |- - ,x ma
R & B e = G G|R G S . .
k- s~ pa - | . ha- re | ha- -~ re .. | . _
ra- -~ ma - | . _ ha- .re | ha- - pe | . _
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Antara

k- s~ na
ra- -- ma

ra- -- ma

ha-
ha-

ha-
ha-

11

re
re

ha-
ha-

ma

re
re

re
re

na
ma




Bl. 2 Paiica-tattva Maha-mantra

(iaya) sri-krsna- caitanya prabhu nityénanda
Sri-advaita gadadhar srivasadi-gaura-bhakta- vrnda

Notesused: SRGMP

Based on Bilaval thath Keherwa tal (8 matras)
X 0] X 0}
~ P P

Ja- ya
P - - M |G - S§ R|G - P -~ |M - G -
T - - k- s~ pa - |ca- -- i- - |ta- an- ya --
- = R G [M - P M|G -« =« o~ |R =« - .
- — pra- -- |bhu - pit- ya-|na- -- - an-lda - - -
- = 8§ 8 |R « @G == P P =« |M = -« .
- =  § a- |dwai-—- g - | -- ga- da- -- | dha- - - ar
- - G G ( - R 8§ -~ |R - R - |- = G R
- - & val|- sa d - |gaw- -~ ra - |- -  bhaka

12



Bl.3 Hare Krsna Maha-mantra

hare krsna hare krsna krsna krsna hare hare
hare rama hare rama rama rama hare hare

Notesused: SRGMPDN §

Based on Bilaval thath Keherwa tal (8 matras)
X 0] X 0
S R|G - M - |P -« D - |N . S -
ha- re | k- s- ma - |ha- ~ re - |k s~ na -
- = N §|IN - D - |IN N D —1|P - . _
= = ks na | k- na - |[ha- re ha- - |re- . .. __
= = N S IN « DB «IP =« D - M p G -
- -~ ha- re |ra- - ma - ha- - re - |r@ - ma -
- - G M |pP - M - |G G R - |S - e e
=~ = ra- ma|ra- - ma -- |ha re ha- - |re - -
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B1. 4 Hare Krsna Maha-mantra

hare krsna hare krsna krsna krsna hare hare
hare rama hare rama rama rama hare hare

Notes used: SRGMPDNS

Based on Bilaval thaith

Sthayi™

X

Tintal (16 matras)




Antara

X

ra-

¥ -1]

na
ma

na
ma

ha-

ha-

re
re

re
re

ha-
ha-
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na
ma
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B1. 5 Nama-sankirtana by Srila Narottama Dasa Thakura

(1) hari haraye namah krsna yadavaya namah
yadavaya madhavaya kesavaya namah

(2) gopal govinda ram sri-madhusiidan
giridhari gopinath madan-mohan

N.B. 1. For the remaining verses and the translations please consult a song book.
2. This selection is in the Bengali folk style.

Notesused: SRGMPDN §

Based on Bilaval thath Keherwa 1al (8 matras)

Sthayr

X (o) X O
G M
ha- ri

P - P P

P P P P'MDP D M P G -

ha- --  ra- ye |na mah krs- na |ya- da- va- ya |na- ma- ha -

G P M P |G M R G

ya- da- va- ya | ma- dha- va- ya | ke- sa- va- ya |na- ma- ha --

Antara

N - N S|P NP -|MDUP DIM P ¢ .
80- --  pal go-|vin- da ra- m | $i ma- dhu- si- |da- -- . an
G P M P|G M R G ' S R P M |G -

8- ri- dha- ri | go- pi- na- ath ‘ ma- --  dan mo- | ha- an
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B1. 6 Hare Krsna Maha-mantra

hare krsna hare krsna krsna krsna hare hare

hare rama hare rama rama rama hare hare
N.B. This selection is in the Bengali folk sty
Notes used: SRGMPDN §

Based on Bilaval thath

Sthayr

X 0]

ha- re  krs- na | ha- re krs- na

ha- re ra- m | ha- re ra- m

Antara

ha- re krs- na | ha- re krs- na

ha- re ra- m | ha- re ra- m

le.

Keherwa 1al (8 matras)

X

M D
krs- na
S R
ra- m
M D
krs- na
S R
ra- m

17

krs-

ra-

na

(0]

M P
ha- re
G G
ha---ic
M P
ha- re
G G
ha- re

M

ha-

ha-

ha-

ha-

re

re




Bl.7 Gurudeva by Srila Bhaktivinoda Thakura

(N gurudev!
krpa-bindu diya,  koro’ ei dase
trnapekha ati hina

sakala sahane, bala diya koro'
nija-mane sprha-hina

N.B. 1. For the remaining verses and the translations please consult a song book.
2. This selection is in the Bengali folk style.

Notes used: DSRGMPDN §

Based on Bilaval thath Keherwa tal (8 matras)
X 0 X 0}
S G |P -~ = - -
gu- ru- | de- -- - — | o o ey
P D P G|M -~ G —-|R R G P |M - G -
kr- pa bin- du |di- - ya - |ko- ro e- i da -- se --
R G R S |S D 8§ «~ |R =~ — « |- « <
Ir- na- pe- kha|a- i him - |na - - - |- - - --
b b § N|/D G D -|G D D S |N - D -
sa- ka- la sa- |ha- - ne - |ba- la di- ya ko - ro -
P D P M| M. G — [R o = = = o= =
ni- ja ma- ne |spr- ha hi- -- |na -- - -- - -- --
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PLAYING THE VIKRT NOTES

Until now we have only been playing the suddh notes but now we shall introduce the
playing of the vikrt notes as well. The vikrt notes, or notes in their altered forms, have been
mentioned on page four. As mentioned there, Sa and Pa are "immovable notes" (acal swaras)
and each has only one form which is suddh. The remaining five notes are "movable notes"

(cal swaras) and each has two possible forms. One form is called suddh and the other is
called vikrt -- altered.

The following is a diagram showing where all the notes, both suddh and vikrt, are played
in the middle octave of the B1 position.

1. 8 Sa* 8. P Pa*

2. R komal Re 9. D komal Dha
3. R suddh Re 10. D suddh Dha
4. G komal Ga I11. N komal Ni
5. G suddh Ga 12. N suddh Ni

6. M suddh Ma 13. 8 (high) Sa*
7. M tivra Ma

* Saand Pa are always suddh and have no vikrt forms; therefore there is no need to indicate
that they are §:ddh.
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THE TEN PARENT SCALES OR THATHS

According to the present system of North Indian music, there are ten primary or parent
scales called thaths (pronounced very much like the English word "tots"). The ragas evolve
from these scales. This order of ten thaths was proposed by the noted musicologist Pandit
Visnu Narayan Bhatkhande at the turn of this century, and it has gained wide acceptance
among musicians and musicologists of North India. It is a system for classifying the ragas.
Bhatkhande's ten thaths are as follows:

NAME OF THATH NOTES

1 Bilaval Sa Re Ga Ma Pa Dha Ni $a
2 Kalyan Sa. Re Ga Ma Pa Dha Ni S$a
3 Khamij Sa. Re Ga Ma Pa Dha Ni S$a
4 Bhairay Sa. Re Ga Ma Pa Dha Ni $a
5 Purvi Sa Re Ga I\‘da Pa Dha Ni Sa
6 Marva Sa Re Ga Ma Pa Dha Ni Sa
7 Kafi Sa Re Ga Ma Pa Dha Ni $a
8 Asavarm Sa. Re Ga Ma Pa Dha Ni $a
9 Bhairavi- Sa Re Ga Ma Pa Dha Ni Sa
10 Todi- Sa. Re Ga Ma Pa Dha Ni &a

Bhatkhande named these thaths after well known ragas only to facilitate recognition. Under
Bilaval thath, for instance, there is Raga Bilaval and a number of other ragas of the same
type. So also with the other thaths,

As we can see, a thath is simply a particular grouping of seven swaras in their order of
succession and does not have swara varna, that is, ascending or descending runs of notes.
Also, it never incorporates the §uddh and vikrt of the same note. It has no color of its own
but is merely a base from which ragas of a particular color and character are derived.
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The following two selections (B1. 8 and B1. 9) are based on the Khamaj thath. )
Before learning them practice the almikars using the scale of this thath(SRG MPDN S ).

B1.8 Srila Prabhupida Pranati

nama orm visnu-padaya krsna-presthaya bhii-tale
srimate bhaktivedanta-svamin iti namine

namas te sarasvate deve gaura-vani-pracarine
nirw's’e;a—s’iinyav&'di-p&s’cﬁgwa—des&-i&?ipe

Notes used: E SRGMP

N.B. This melody is based on Kham@j théth which has a komal Ni. In position B1, N (low
komal Ni) is on key W7 of the low octave. '

Based on Khamaj thath Keherwa tal (8 matras)
X (0] X (0]
P
_ na-
P -~ = M |G -~ - L |R - R G |[R - S -
ma -- - == o= - -~ om| vi- Is- nu  pa-|da -- ya --
- R R G |R - s -|/R G M G |R - o _
krs- na pre- stha- - ya - | bhit- .- . ta- | le - - .
- P P M |G - R - |s - G - |R - § -
S~ ma- te |bha- ak- 4 .. ve- - - - |dae an- ta -

Iz
w
~
(#]
=
7,]

sva- --

mi- -~ ni- i na- - - mi-|ne - - -
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P —- - MI|G - -« - R - § -

na- -- - ma-|ste -- - .
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B1.9 Bhoga-arati by Srila Bhaktivinoda Thakura

(1)  bhaja bhakata-vatsala sri-gaurahari
sti-gaurahari sohi gostha-bihari
nanda-jasomati-citta-harr

(2) bela ho 'lo, damodara, aisa akhano
bhoga-mandire bosi’ koraho bhojana

N.B. For the remaining verses and the translations please consult a song book.

Notes used: SRGMPDN §

Based on Khamaj thath Keherwa 1al (8 matrds)
Sthayr
X (0] X 0]

’ R G

bha- ja

M - P M |IG R § R |G M G R |S -
bha- - ka- ta |va- at- sa- la | §7 gau- ra  ha- |ri -
M MR MIP - D N|§ -~ N D I[P - b P
ST gau- ra- ha- |ri -~ so- pi go- --  stha bi- |ha - g -
M M M M |G M P D P D-P M |G R S --
ST gau- ra- ha- |ri - so- hi | go- - stha bi- |ha -- & --
M - M M |G M P D |P D P M (G R S -

S0 - ma- fi ci- it- ta ha-
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Bl. 10 Hare Krsna Maha-mantra

hare kysna hare krsna krsna krsna hare hare
hare rama hare rama rama rama hare hare

N.B. 1. In this selection both the komal Ni and the suddh Ni are used.
2. Besides being a beautiful melody for the maha-mantra, this is also the melody to a well
known Hindi cinema song.

Notes used: SRGMPDNN SR

Keherwa tal (8 matras)

Sthayr
X (0] X 0

S R

ha- re
G - G M |p - M P |G - - R |G R § R
kr- $~ na  ha-|re -- k::'- 5- | ha - - - - - k_r.s:—- na
G - G MI|P - M PIG - « |- - 6 M
kr-  5- na ha-|re - ha- - |p . . _|_ _ ha- re
P = N - |- - D PIM .- D —-]- o p M
ra- - ma - |- < pa re | ra- -- Ima -~ |- =  ra ma

ra- -~ ma ha-|re - ha - re - - | -
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Antara
X

§ -
k- s-
k- s
N -
ra- --
§
ra- --

IZ

ma

ra

-

re

w.

re

|| re

re

e

-
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B1. 11 Panca-tattva Maha-mantra and Hare Krsna Maha-mantra

(iaya) Sri-krsna-caitanya prabhu nityananda
sri-advaita gadadhar ﬁv&s&di-gaura—bhakra—gmda

hare krsna hare krsna krsna krsna hare hare
hare rama hare rama rama rama hare hare

Notes used: GM]\}IP DNQI'{
N.B. In this selection both the suddh Ma and fivra Ma are used.

Keherwa tal (8 matras)

Sthayt
X 0 X o}
G M
Jja-  ya
P o= = = - =~ M PN ~ § N|D - p .
ST - | krs- na lca- - ii . |4 an- ya --
-~ - - MDD - P M|G M P DI|P . . ._
= = == pra-\bhu - ni- pa-|pa- .- . an-|da -- - @ _
= == 8 8 IS R § - |IN N 8§ N|D D P M
- - ST a |dvai--—- @ - ga- da- dha- ar | - va- sa- di
- - M D |- - P M|G M P DI|p .
= == gau-ra |-- - bhak-ta Vi- == - n- |da --
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Continues the same as in the sthayi.

re - . -

=~ - ha- re | -- =~ ra- mal ha- - re - |5 - ma --

- - ra- ma| ra- -- ma -

Antara

Continues the same as in the sthayi.
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The foilowing two selections (B1. 12 and B1. 13) are based on the Bhairav}'g’hﬁ{h.‘ Before
learning them practice the alankars using the scale of this thath (SR GM P DNS).

B1. 12 Sa‘varana~§ri’-gaura—pida-padme Prarthana by Srila Narottama dasa Thakura

(1) s’r?lkrsm-ca:’!anya prabhu doya koro more
toma bind ke doyalu Jagat-samsare

(2) patita-pavana-hetu tava avatara
mo sama patita prabhu na paibe ara

N.B. 1. For the remaining verses and the translations please consult a song book.

2. The following two selections are not only based on the Bhairavi thath, they are also in
Raga Bhairavi, For an explanation of the term "raga" please see Appendix E.

3. There are differences of opinion regarding the best time of day appropriate for singing
this raga. Some say during the first prahar of the day, some say during the first two
prahars of the day; and some Say .at any time. (A prahar is an approximately three
hour period, a quarter of a day or a quarter of a night.)

Notes used : SI_IQMP_QN,SR

Raga Bhairavi Keherwa tal (8 matras)
Sthayr
X 0] X (0]
S S [R -~ § - [N - § - | D -« p --
ST krs- na - ca- i |fa- gn Ya  — | pra- - ppy
= = P D |p - M - |G _ D P|M . G -
- -- do- ya |ko- - ro - | mo- -- - - | re = - --
- = 8 R [G§@ = D P M . M |G . R -
= lo- ma|bi .. oy ke -~  do- _. ya - o .
- - M M |G . R |5 - S = - - -
- = Ja- ga-|tg - Sa- am-| sg- . pp __ - - -
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Antara

X

fa-

@

mo

na

ti-

)

va

lw)

Sa-

fa

[Z

ma

i-

va-

w)

I

be
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B1. 13 Hare Krsna Maha-mantra

hare krsna hare krsna krsna krsna hare hare
hare rama hare rama rama rama hare hare

N.B. In the second antar@ both the komal Re and the suddh Re are used, therefore it is in
Raga Sindhu BhairaVi. The singing times for Raga Sindhu Bhairavi and Raga Bhairavi
are the same. (See B1. 12, N.B. 3)

Notes used : SRRGMPDNS

Raga Bhairavi Keherwa tal (8 marras)
Sthayt
X 0 X (0]
P DN =« D N8 « § {8 .. & .
ha- re | kr- s na - | ha- - re - kr- s~ na -
ha- re | ra- - ma - | ha- - e .. ra- -  ma --
- - N _S N - D - |Pp - p - |- P D P
-- =~ krs- na | kr- $ na - \ha- - e - | - ha- re -
-- - ra- ma| ra- -- ma -- | ha- -- re  -- - ha- re -
M -
Antara 1

P D D P|M M ¢

=
Q
~
<
I
[=
I=
n
v

ha- re krs- na | ha- re  krs- na | krs- na  krs- na | ha- re  ha- re

ha- re ra- ma)| ha- re ra- ma|ra- ma ra- ma| ha- re  ha- re
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Raga Sindhu Bhairavi
Antara 2

X

P - P -
ha- -- re --
- - P P
“ « P P
= - krs- na
- - ha- re
S S
ra- - -~ m

|

[Z

na

[z

na

(@]

ma
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B1. 14 Bhaja hii Re Mana Sri Nanda-nandana by Govinda dasa Kaviraja

(1)  bhajahii re mana sri-nanda-nandana-
abhaya-caranaravinda re
durlabha manava-janama sat-sarge
taroho e bhava-sindhu re

N.B. 1. For the remaining verses and the translations please consult a song book.
2. SeeBl1. 13, N.B.

Notesused: NSRRGMPDNSRG

Raga Sindhu Bhairavi Keherwa 1al (8 matras)

X 0} X 0

- P P M| P - P P - P D N [D - P M

=~ bha-ja- hil | re -~ ma- na| -- ST nan- da | na- an- da- na

- 6 6 GIR R G M|- G -~ R |s - o .
or

- N N NS R.G M|- G - R[S =« - .

= a- bha-ya| ca- ra- na- ra-| - vi- in- da |re -- - -

- S S S S -- S S - N N N |D - P P
or

=~ 6 6 GIR G R S|~ N § N|D -~ P P

== dur- la- bha|ma- -- na- va | -- ja- na- ma|sa- at- san- ge

-~ 6 G G[R - G M|~ - G R[S = - -

-~ Fea-ro- ho |e -- bha- va | -- - sin- dhu|re -- - --
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B1. 15 §rTD§modar§slaka by Satyavrata Muni

(1)  namamisvaram sac-cid-ananda-riipam
lasat-kundalam gokule bhrajamanam
yasoda-bhiyoliikhalad dhavamanar
paramrstam atyantato drutya gopya
(2)  rudantarn muhur netra-yugmam myjantarn
kar@mbhoja-yugmena satarka-netram

muhuh svasa-kampa-trirekhanka-kantha
sthita-graivam damodaram bhakti-baddham

N.B. 1. For the remaining verses and the translations please consult a song book.
2. SeeB1. 13, NB. -

Notesused: SRRGMPDN§R

Raga Sindhu Bhairavi Dadra ral (6 matras)

Sthayr

X o X 0

1 2 3 4 5 6 1 2 3 4 5 6
S & 86 ’ MP M G l S G MP M - -
ha-  ma-mis-va- | ram  sac  cid |z nan-da ri- | pa- - am
§ & SG |[MP M g ! R M GR ( S - -
la- satkun da- | lam  go-  ku- | Je bhra-ja-ma- | na- - am
P Pp pp P D P I M M GMP| M -- --
ya-  so-da bhi- | yo- Il kha lad  dha-va-ma- | pa- . am
S G 8 G MP M G R QJ___E}_/ R S -- --
pa-ra-mrs- tam | ar- yan-  ia- fo dru-tya go- | pya  -- --
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Antara

X 0]
S S § 8§ é\%
- dan-tam mu- | hur
£ P D P M
ka-ram pho- Jja yug-
§85 § sk
mu-huh §va-  sq l kam-
PDD P M
sthi-ta grai- vam | da-

ne-

me-

W

mo-

fra

na

tri-

(]

|
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B1.16 |

(1

sta-deve Vijiiapti by Srila Narottama dasa Thakura

hari hari! bifale janama gondinu

manusya-janama paiya,  radha-krsna na bhajiya,

@) ha

Janiya suniya bisa khainu

ha prabhu nanda-suta, vrsabhanu-suta-juta,
korupa karoho ei-baro

harottama-dasa koy,  na theliho rariga pay,

NB. 1.

loma bine ke ache amara

For the remaining verses and the translations please consult a song book.
Verses 2 and 3 are sung the same as verse 1 excluding the first line.

During September of 1969 in England Srila Prabhupada said that this was his
favourite bhajan. (SPL, vol. 4, p. 48)

The sthayi is in tin tal and the antarg is in keherwa ral

5. This melody can also be used for Sri Guru-vandana (sn":gum-carana-padma)
excluding the first line (Introduction).
6. This selection is in the Bengali folk style.
Notesused: DNSRGMMPDNN $ R
Introduction (sung and played without al)
SSRM----G--MGRSM—-
ha- ri  ha- ri - pi Ja- le  ja- na- ma --

D

g0~

N R s - . .

na- - nu - -
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Sthayt

ra-

ja-

kha-

2
R R
ma- | nu-
M |G
dha kgn
M P
ni- | ya
S R
i- nu
- G
- bi

sya

:s‘-

Jja-

na

sa

(0]
- | R
- na-
- S
- na
M |G
su- | ni-
G |R

38

Tin tal (16 matras)

ma

bha-

ya

ja-

kha-

ni

i-

Ji-

bi-

5

‘o

sa



Antara Keherwa tal (8 matras)
X (o) X O
R"R M G|R R R R|[~- RMG R |G G R
or
- GPM G |R G R
ha ha  pra- bhu |nan- da  su- 1a | -- vr-sa -bha -nu | su- ta- ju-
- SRM M (P P D N|D - P - IM G R
=~ ko-ru -n@ ka- |ro- ho e- ba- -- ro - |-- - .
— DDS N ID D D -|- DSN D IN N D
or
— DRS N |D N D
— ha-rol-ta ma |da- sa ko- oy | — na the -li- ho | ran- ga pa-
P P > P IP P D NID =« P - |IM G R
or
S R M MIP P D P|M P D P M G R
lo- ma bi- ne |ke a che @ | ma -- ra - |- - .
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POSITION B2

Earlier in the course on pages 4 and 5 we explained that Sa may be on any of the twelve
notes of the octave. Diagrams of the suddh scale, or Bilaval thath, along with the respective
fingerings were given. Up until now all of the selections which we have learned have been in
the B1 position with Sa on the first black key of the octave. Now we will learn to play in the
B2 position.

One advantage of playing in the B2 position is that lower notes, for example low Pa, can
be more easily sung. Another advantage is that certain melodies which do not have higher
notes, carry and project better at a louder volume when sung in a higher position. Also, when
introductory prayers, for example B1. 2 and B1. 8, are followed by a selection in the B2
position, the introductory prayers should also be sung and played in the B2 position.

The following diagram shows the keys played, along with the appropriate fingerings for
the scale of Bilaval thath in the B2 position.

If you have stickers applied to the keys of your harmonium which designate the notes in
the B1 position, you can now move them to the new locations.

Practice the alankars which are given on page 9 in this new position. Also please
practice the following selections in the B2 position: B1. 1, B1.2 and B1. 8
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B2.1 Govinda Jay Jay

govinda jay jay, gopala jay jay
radha-ramana hari, govinda jay jay

Notesused: NSRGMPDN §

Based on Bilaval thath

Sthayr

X (0]

S R R NJ|S: - RS
go- -- vin- da | ja- ay ja-
Antara 1

M - M M|M - M
go- = vin- da | ja- ay ja-
Antara 2

P - P P |P - P
go- -- vin- da | ja- ay ja-
Antara 3

P S § S |s - s
go- -- vin- da | ja- ay ja-
Antaro 4

D - D D|D - D
go- -- vin- da | ja- ay ja-

ay

ay

42

80-

go-

80o-

&o-

Keherwa tal (8 matras)
5
0]
- G M |R -
-~ pa- la |ja- ay
- G M |R -
- pa- la |ja- ay
G M P M -
-~ pa- la | ja- ay
- N S |p -
-~ pa- la | ja- ay
D N S |N D
-  pa- la | ja- ay

Ja-

Jja-

Jja-

ay

ay

ay



X 0 X o
P~ D PIM G s R|G R G R[5 .
ra- -- dha ra-| ma- na ha- ri | go- --  vin- da ja-  ay
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B2.2 Hare Krsna Maha-mantra

hare krsna hare krspa krsna krsna hare hare
hare rama hare rama rama rama hare hare

Notes used: PDNSRGMPDN

Based on Bilaval thath Keherwa tal (8 matras)

Sthayt

X (0] X 0]

§ - P DI|S - - |G R G R |S - . _
ha- - re krs-lna -~ | ha- - e krs-|na -- - .
G - M P |- P M G ’ R - G - |- - L .
kr- s~  na ks-|-- na ha- re | ha- - re- - | . _ --
- - G M |P M G - l -- -- R P M G R S
~ =~ ha- re |ra- - ma - | - ha- re |ra- -- ma --
- - G R |S B D PID - 8 w | = o« w
= =~ ra- ma|ra- ma ha- re | ha- -- re - |- -~ - .
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Antara
X

ra-

re

ha

re

ma

krs-

]

krs-

ra-

ra-

P D
na  ha-
G R
na  ha-
M G
- ma
N D
ma ha-

N

re

S[
re

re
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B2.3 Sri Dasavatara-stotra (from Gita-govinda) by Jayadeva Gosvami
(1)  pralaya-payodhi-jale dhrtavan asi vedam
vihita-vahitra-caritram akhedam
kesava dhrta-mina-sariva jaya jagadisa hare

N. B. For the remaining verses and the translations please consult a song book.

Notesused: PDNSRGMPDN

Based on Bilaval thath Tin tal (16 matras)
X 2 (0] 3
S S
pra- la-
$ - N S |[R - R R ' - - S8 S8 |[R S R G
ya --  pa- yo- |dhi -- ja- le |- - dhr- ta- |va- -- na- si
M - M - |- - - L |G P P P |G R S NS
ve- .- da- -- - - -~ am|vi- hi- ta va-|hi- - tra ca-
R G M G |[R - § o« |—= o~ o _ '
ri- -~ tra ma-\khe- - da- -- |- ~ . am
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dhr- -- fa - \mi- - na Sa-|ri- - rga - |- Jja-ya ja- ga-

di- - sa ha-\re - -~ | . . L _ Ja- ya ja- ga-

di- - sa ha-|re - - | - o _ Ja- ya ja- ga-

d- - sa  ha- |re - - -
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B2. 4 Sri N_rsil'n-ha Pranama and Prayer to Lord Nrsimha

namas te narasimhaya
prahladahlada-dayine

hiranyakasipor vaksah-
Sila-tarka-nakhalaye

ito nrsimhah parato nrsirmho
yato yato yami tato nrsimhah
bahir nrsirmho hrdaye nrsimho
nrsiham adim saranam prapadye

tava kara-kamala-vare nakham adbhuta-srigam
dalita-hirapyakasipu-tanu- bhriigam
kesava dhrta-narahari -rupa jaya jagadisa hare

Jaya nrsimhadev, jaya prahlad maharaj

N. B. For the translations of these verses please consult a song book.

Notes used: PDNSRGMPDN §

Based on Bilaval thiith

171

Keherwa 1al (8 matras)

(o) X )
-- P -- D P M G |R - G R S
< ma- -- |ste - na- ra- |sim- - kG- .. ya
- -- P P M G R G R S N S
= .= da |hF -- - dg |lag - Yi- -~ |ne
- § - 8§ N b P D - P M |G
- mwa- - |\ka- --  §i. _. po- or va- ksa-|ha

RRRRGPMGRSRS

RPPPMGRGRSI}IS

an-lka -~ - o kG - g - ye
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M G
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im sa-

G

la-
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hr-

pra-

nr-

pra-

M M M
-~ sim- ha
hlad ma- ha-
[Rl R R

-~ sim- ha

hlad ma- ha-

de-

ra-

Jja-

Ja-

Ja-

Jja-

ya

s
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The following selection (B2, 5) is based on th? Kalyan thath. Before learning it practice the
alankars using the scale of this thath(SRGMP DN S ) in the B2 position.

B2.5 Govinda Jaya Jaya, Sri Krsna Govinda Hare Murare
and Om Namo Bhagavate Vasudevaya

8ovinda jaya jaya, gopala jaya Jaya
radha-ramana hari, govinda Jaya jaya

Sri-krsna govinda hare murare
he natha narayana vasudeva

om namo bhagavate vasudevaya
N.B.1. The above verse sri-kyspa govinda hare murare etc. is from the Padma Purapa. 1t is
cited by Srila Prabhupada in the purport of verse 1.16.30 of the Srimad-Bhagavatam.

2. Om namo bhagavate vasudevéya is the invocation to the Srimad-Bhagavatam.

Notes used: DN SR GM P D

Raga Yaman Tn 1al (16 matras)
Sthayi
X 2 0O 3
5 = S S IN s D N[S - R S|N N p D
or
S R G R |S N D D
g - vin- da |ja- ya ja- ya | go- -- pa- la | ja- ya ja- ya
- N R R |G R G P|G - R S |N R § s
or
- R R R
- ra- dha ra- |ma- na ha- ri g0- -- vin- da | ja- ya ja- ya
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Antara
X 2 0 3
P - P P[P P P P|M - D P|M M G g
g - vin- da |ja- ya ja- ya go- -- pa- la | ja- ya ja- ya
- N R R |G R G P G - R S N R S S
or

- R R R
- ra- dha ra- | ma- na  ha- ri | go- -  vin- da Ja- ya ja- ya
S <« G R |S - R 8 N 8§ R S [N - D -
T - krs- pa |go- —  vin- da |ha- - re mu-|ra- -- re -
N R R RIGR GP|G GR S|N R § -
he - na- tha |na- -- r@ - ya- na va- su- |de- -- va --
Antara

\ J
P - P P P - D P M P D P M - G -
ST - krs- na |go- - vin- da |ha- - re i |r@ - re -
N R R R |G R G P |G G R S [N B §
he - na tha |na- -- ra- -- ya- na va- su |de- -- va --
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N R
o- om
Antara
P -
o- om
N R
o- om

na-

na-

na-

na-

mo

mo

mo

2
S S
bha- ga-
G R
bha- ga-
P P
bha- ga-
G R

le

te

le

fe




The following selection (B2. 6) is based on tne Kafr thath. Before learning it practice the

alankars using the scale of this thath (SR GMPD N §) in the B2 position.

B2. 6 Jaya Radha-Madhava by Bhaktivinoda Thakura
and Hare Krsna Maha-mantra.

Jaya radha-madhava, jaya kutija-bihart
Jaya gopi-jana-vallabha, Jaya giri-vara-dhari
Jaya jaSoda-nandana,  jaya braja-jana-ratijana,
Jaya jamuna-fira-vana-cari, Jaya kunija-bihari
hare kysna hare krsna krsna krsna hare hare

hare r@ma hare rama rama rama hare hare

N.B. For the translation please consult a song book.

Notesused: NSRGMPDN §

Based on the XafT thath. Tin tal (16 matras)
X 2 0 3

, S

Ja-

R - —- S IR - M p ,g - - - l - - G
ra- - - dha|ma- -- dha- -- | va - . | _ Ja-
RO- N NS R G R[S -~ o _|. _ S
ku-  un- Ja-  bi- |ha- -- - - e - - - - Ja-
N N N N|D - P M ’ Po= w o
go- pr ja- na |va- al- la- - bha - -
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Antara |
N -
krs- --
ra- -
R s
& ¥
ra-  --
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ma

Iz

na
ma

na
ma

ha-
ha-

ha-
ha-

ha-
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re

re-
re

re
re

S -
re -
re -
) & Y
{Ia -—
ma --
P -
re -
re -
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Antara 2 Keherwa ral (8 matrds)
X ¢} X (0]
P D
(R G)
ha- "re
ha- re
N - N - |- - D PID = D = | P M
M - M - |- - G rR|lg - G - | = R 8)
L e [ T R
& = Mg - |w = g relra - ma - |- o ;& ma
P - P = 1= s D P IM - M e e
R - R - | _ G R|S - s - - =)
krs- -  na - =~ -~ ha- re | ha- - e - | .. _
ra- - ma - |- . ha- re | ha- - re - | .. _
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The following selection (B2. 7) is based on the Xs&varﬁ thath. Before learning it practice the

alarikars using the scale of this thath (S R G M P D N S ) in the B2 position.
B2.7 §ﬁ'N_rsiu'nha Pranama and Prayer to Lord Nrsimha
namas te narasimhaya
prahladahlada-dayine
hiranyakasipor vaksah-
Sila-tarka-nakhalaye

ito nysimhah parato nrsirho
yato yato yami tato nrsimhah
bahir nrsimho hrdaye nysimho
nrsimham adim saranam prapadye

lava kara-kamala-vare nakham adbhuta-syrigam
dalita-hiran yakasipu-tanu-bhrigam

kesava dhrta-narahari-ripa jaya Jjagadisa hare

Jaya nrsimhadev, jaya prahlad maharaj

N. B. For the translations of these verses please consult a song book.

Notes used: PNSRGMPD

Based on the AsavarT thiith Keherwa tal (8 matras)
x 0 X 0

$ - R - |G - M G |R - s N |[s -
na- - mas- - |te -  npa- ra- |si- in- ha - ya --

P —- - M|G - R G M - G R |S -
hla- -- - da-| hla= -- - da |da- -- yii - |pe -
S = R —~ |G - M G IR - 8§ N |s -
ra- ap- ya- - |ka- -- S .. po- or vak- sa-| ha --

Si- la  ta- ah-|ka- - . na- | kha- -- - la- | ye -
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o - - nr-|sim- hah pa- ra- |to -- nr-  sim-lho -~ - ya-

o -~ -~ ya-|to y& mi ta- |lto - nr-  sim- \hah -~ - pq-

hi- - ir  nr | sim- ho hr- da |ye - npr- sim-lho - - nr-

si- im- ha- ma |di- im sa- ra- na- am pra- pa- |dye -- - ..
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Here the position modulates from B2, Isﬁvar?;h&{h to B3, Bilaval thath. The first line
of given notes are according to position B2 and the second line of notes which are in
parentheses are according to position B3. This process of modulation was described at the end
of the last section.

X 0} X 0O
M P
(R G)
Jja-  ya
Jja- ya
Q[Q]QQQ"PMPU’]PPP"MQ
(M[M]MMM-—GRG[G]GGG--RS)
nr- - sim- ha-| de- ev  ja- ya | nr- - sim- ha-| de- ev Jja-

ya
pra- hidd ma- ha-|ra- @ ja- ya | pra- hlad ma- ha-|ra- aj ja- ya

M MM M|M P D P|M MG R|G -
(R R R R|R G M G|R [R] S N S -)
nr- -~ sim- ha- | de- ey Ja- ya | nr- - sim- ha-| de- ev

pra- hiad ma- ba-| r@- & Jja- ya pra- hidd ma- ha-| ra- G
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The following selection (B2. 8) is based on the Khamaj thath. Before learning it practice the
alankars using the scale of this thath (SR G M P D N S) in the B2 position.

B2. 8 Sri Tulasi-Kirtana

(1) namo namo tulast! krsna-preyasi (namo namo)

(braje) radha-krsna-seva pabo ei abhilast

(2) je tomara sarapa loy, tara varcha purna hoy
krpa kori koro tare brndavana-basi

N.B. For the remaining verses and the translations please consult a song book.

Notesused : SRGMPDN §

Based on the Khamaj thath

Sthayt
X 0] X
G - 8§ R|G - R = |s
ha- - -~ - | mo - na- -- | mo
S = K GIE - § « |Rg
la-  -- 5T -~ | Jp- - na- -- | pre-
G -- 8§ R|G - R - |s
na- --  --  — | mo - na - | mo
D - D - |IN - D -|p
ra- --  dha -- | kr- s- na - | se-
- - G G|(R - S o |R
- - e i a-  --  bhi- - | la-
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Keherwa 1al (8 matras)

(6]

- - - 8§
- - e u
M - o
I = = o=
= =~ 193 8]
- - (bra- je)
M - G -
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Antara
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M
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- - G
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B2.9 SriTulasi Pradaksina Mantra

yani kani ca papani
brahma-hatyadikani ca

1ani tani prapasyanti
pradaksinah pade pade

N.B. 1. For the translation please consult a song book.
2. There are two different melodies given below. Either may be used.

First melody :
Notes used : R G 1\'4 PD

Based on the Kalyan thath Keherwa 1al (8 martras)

X 0 X O

P G G G|R G P M|GG MG g

M

R M G -

ya- ni  ka- ni | ca pa- pa- ni |bra-hma ha- tya- di-

ka- ni  ca --

| \ 1

P P M P D D P M| P M GG G |R M G -
\a- ni 1@ ni | pra- na- syan-ti pra-  dak- si-nahpa-|de pa- de -
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Second melody :
Notes used : PDNSRGMP

Based on Bilaval thath

X 0

S S - D

ya- ni |-~ ka
- - G G |p --
-~ - bra- hma|ha- --
- - G S - M
- - A nm |- 4
- - N N = N
= - pra- da- |ak- sT

ni

nah

X
-~ |R
- |ca
G |R
di | ka-
“ ‘ R
s I pra-
P [D
pa- | de
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Keherwa tal ( 8 martras)
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B2. 10 Hare Krsna Maha-mantra

hare kysna hare krsna krsna krsna hare hare
hare rama hare rama rama rama hare hare

N.B. Raga Yaman Kalyan uses both suddh Ma and fivra Ma. The singing time for this raga is
during the first prahar of night.

Notesused:PDNSRGMMPD

Raga Yaman Kalyan Keherwa tal (8 matras )
Sthayt
X (0) X 0]
P D
ha- re
§ = - - |8 = P DI|S —« o« o |§ o - _
kr- -~ - s-|ma -~ ha- re | k- - .. §- \na - - -
R = R «IR = @ —-|M - P GIR =« % a
k- s- pa - | k- s- na -~ | ha- -- re  ha-|re -  ha- re
M - - G|R - S§ R|G - —- RIS - - _
ra- -~ -~ | ma - ha- re |ra- -- . ma -- @ --
P - N -8 - R —-|G R § N IS -
ra- - ma - |ra- - ma - | ha - re ha-|re --
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Antara |

X (0] X 0

ha- re

ha- - re ha-|re - ha- re

A S S g

ra- -  ma --

ra- --  ma --

Antara 2




B2. 11 Saparsada-bhagavad-viraha-janita-vilipa
by Srila Narottama dasa Thakura

(1) Jje anilo preme-dhana koruna pracur
heno prabhu kotha geld acarya-thakur

N.B. 1. For the remaining verses and the translations please consult a song book.

2. This melody can also be used for Savarana-sri-gaura-pada-padme Prarthana (s71=
krsna-caitanya prabhu doya koro more), for Vaisnave Vijiiapti (ei-baro karuna koro
vaisnava gosai) and (with a slight variation in the first line which is shown on the
following page) for ST Vraja-dhama mahimamrta (jaya radhe, jaya krsna, jaya

3. This melody is in the Bengali folk style.

Notesused :NSRGMMPDN
Tin tal ( 16 matrds)
X 2 O 3
S R |-- G M G [R - G - |R -- S --
Jje a |- ni- lo - |pre- - ma - |dha- -- na --
-~ - N S8 IR - P -~ M - - —-]G6G - R -
- - ko- ru na -- pra- -- cu - - - - -- - -
$ - - —-|N D N D|P - P M|P - D N
= == = ur |he- no pra- bhu|ko- -- tha -- | ge- -- la --
D-P M G|R - P —-|M - —« —|—- P D -
or
G e
- - a car-|ya - tha- - |ku- - - | - o o
5 ' =
or
f L = o
—- = - ur
69
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Here is the first line of the melody for Sfi Vraja-dhama-mahimamrta which only varies
with the previous melody in the second kkanda, otherwise the two melodies are the same.




The end part of the following section (B2. 12) is based on the Bhafrmf thath. Before learning
it practice the alankars using the scale of this rharh (SRGMPDN S)in'the B2 position.

B2.12 Raghu-pati Raghava

raghu-pati raghava raja-ram
patita-pavana sita ram

sita ram siia ram
bhaja mana pyare sita ram

TRANSLATION

Lord Ramachandra is the ruler of the Raghu dynasty; the king of Ayodhya; the deliverer
of the fallen, conditioned souls; and the divine consort of Srimati Sita Devr.

My dear mind, just worship Their Lordships Sfi ST Sita Rama with great love and
devotion.

N.B. 1. When a raga is designated as misra (mixed) it means that notes which are not strictly
in the raga are sparingly used. In this selection the komal dhaivat which is not used
in pure Raga Kafi is used in the second line of the first antara. Therefore it is a misra
raga.

2. At the end of the first line the mind (pronounced "meend") sign is used. The
swaras (notes) given within this sign — are subject to mind or gliding of the
notes.

Notes used in the main section: DNSRGGMP DDN

Raga Misra Kafi Keherwa tal (8 matras)

Sthayi~

X o X 0
"—-___——_—-‘\_-

$ § S S|ISRS N D N - R - ,R M G M

ra- ghu pa- i | ra- -- gha- va | ra- - M = | raE —~  u

- 6 G R[S - N DN - R . ;s e

- pa- 4- fa | pa- - ya- na | 5= . a - |ra- - . 9y
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Antara 1

R R M
bha- ja  ma-
Antara 2

P P P
ra- ghu pa-
- M P

= pa_ f f 2

ha

t

Ia

ra-

pya

B,

Iz

|

re

gha-

1z

va-

na
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Ending
Notesused : NSR G M P
Raga Bhairay Keherwa tal (8 matras)

Sthayr

ra- - - malrE .. ma | ra- - . g

ra- - -~ malrE .. . ma|ra- -- .. @ _

BB s w g

ra- -~  ma - |r3 - ma -- |rag- - .. _
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B2.13 Hare Krsna Maha-mantra

hare krsna hare krsna krsna krsna hare hare
hare rama hare rama rama rama hare hare

Notes used: DN SRGMPD

Raga Piryadhanasri Tin tal (16 matras)
Sthaytr
X 2 0 3
P G
ha- re
ha- re
R - S§ el SIR - N -1]- - N R
or
N D N -
k- s pa o~ |~ = hare|l k- ¢ pa -~ |~ - ks pa
ra- - ma -- |- -  ha- re | ra- -- ma - | -- -~ ra- ma
G R G -] - = P G|R - S - - -
kr- s- na -- - =~ ha- re | ha- - re - | - -
ra- -- ma - | -- -~ ha- re | ha- - re - | - -
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B2. 14 Gaura-arati by Srila Bhaktivinoda Thakura

(1) Jaya jaya goracander aratiko sobha
Jahnavi-tata-vane jaga-mana-lobha

(gauranger aratiko sobha Jaga-jana-mana-lobha)
(nitai gaura) hari bol, hari bol, hari bol, hari bol

(5)  sarnkha baje ghanta baje baje karatala
madhura mrdanga baje parama rasala

(Sankha baje ghanta baje madhur madhur madhur baje)
(nitai gaura) hari bol, hari bol, hari bol, hari bol

N.B. 1. For the remaining verses and the translations please consult a song book.
2. This melody is in the Bengali folk style.

Notesused: PDNSRRGMMPDD N

Keherwa 1al (8 matrds)

Sthayrt

X 0 X




Antara |
X

D —
ya -—
S

e

Ja-

ya
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Continues the same as in the Sthayi.




Antara 2

ra- an-

;R
g -
D -
ra- an-
R -
ga -
(b b
(ni-  1ai
sung when

o)

G ==
ge- er
S -
ja- -
D -
ge- er
-
Ja- -
N D)
gau- ra)
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na
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bha
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B2. 15 Paiica-tattva Maha-mantra (Gaura-arati melody)

(iaya) $ri-krsna-caitanya prabhu nityananda
Sri-advaita gadadhara srivasadi-gaura-bhakta-vrnda

Notesused:?DNSBRGMPQDN

Keherwa tal (8 matras)

Sthayr
X 0 X
P - = = |- - M G |R -
ST = e s - = ks~ pa |ca- --
G R 8§ N |S - S R |G R
= = - pra-|bhu -- pni- wa-|na- --
= = D N [S§ - R S IN N
< - §T a |dvai-- ta - |ga- da
-~ =~ S S8 |- -~ S R |l s
= -~ gau- ra | -- - bhak-ta | vr- --
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Antara

X O X O

ST w e o

Continues the same as in the Sthayi.
I (U krs- na
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B2.16 Hare Krsna Maha-mantra (Gaura-arati melody)

hare krsna hare krsna krsna krsna hare hare
hare rama hare r@ma rama rama hare hare

Notesused: PDNSRRGMPDDN

Sthayt
X
P
ha-
G R S
- s }'q-_g_
-~ -~ D
- - ha-
el -
- -- ra-

re

ha

re

ma

ra-

na
A ]

ma

na
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Keherwa tal (8 matras)

(o)
- R R [R - G
- re - |k~ s  na

s re - ra- --. _ ma




Antara 1

X 0) X 0

re -- - -

Continues the same as in the Sthavi

-~ = krs- na
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Antara 2

X 0 X

ha- re |kr- s- pa - | ha- - re k- s-  npa -
ha- re | ra- -- ma -- ha- -- re o ra- - ma --

- -~ krs- na | k- - na - \ha- -~ re . | ha- - e -
<~ = ra- mal|ra- - ma - | ha- - re - | ha - re -

Antara 3
ha- re

ha- re

kr- s~ ma - |-  —  ha re | k- $ ma - | - -~ frs- npa
ra- - ma - | -- -~ ha- re |ra- - ma .. | -- . ra- ma

ra- --  ma -- | -- -~ ha- re | ha- - re _ | . _
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POSITION B3

After having learned to play various selections in positions B1 and B2, we will now
learn to play in the B3 position. The B3 position is useful for melodies which go even lower
than those in the B2 position.

The following diagram shows the keys played, along with the appropriate fingerings, for
the scale of the Bilaval thath in the B3 position.

If you have stickers applied to the keys of your harmonium which designate the notes in
the B2 position, you can now move them to the new locations. Because some of the melodies
in the B3 position go rather low, apply stickers to the keys which go down to low Ga.

Practice the alarnkars in this new position. It will be difficult to sing the higher notes.
Do the best you can.
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B3. 1 Jay Raghu-nandana

Jay raghu-nandana jay siya ram
Jay siya ram jay jay siya ram
Janaki=vallabha jay stya ram
dasaratha-nandana jay siya ram
TRANSLATION
.. All glories to Lord Ramacandra, the beloved son of the Raghu dynasty. All glories to
Sri Sri Sita Rama. )
Lord Ramacandra is the lover and beloved of the daughter of Janaka Maharaja, Srimaft

Sita Devi. All glories to S Sr’T Sita Rama. Lord Rama is the beloved son of Maharaja
Dasaratha. All glories to Sfi ST Sita Rama.

N.B. The word s7ya in the above song is a Hindi form of the name "Sita."

Notes used: PNSRGMPD

Raga Asavari Keherwa tal (8 matras)
Sthayi
X (0] X (0)

P 8 S s S - s s N - R R |R - . .
ja- ay ra- ghu|na- an- da- na | ja- ay si- ya |ra- -- -  am
R -- R R R - S R [G M R R[S - -- --
Ja- ay si- ya |ra- am ja- ay |ja- ay si- ya |ra- -- -  am

Antara
S - S S |R - M MI|P = P PP - . _
Ja- -~ na- ki |va- al- la- bha Jja- ay s ya |ra- -- -  am

da- sa- ra- tha |na- an- da- na Jja- ay S ya |lra- - - Gm




B3. 2 Hare Krspa Maha-mantra

hare kyrsna hare krsna krsna krsna hare hare
hare rama hare rama rama rama hare hare

N.B. When an asterisk (*) appears beneath a note, it means that the note is only played
instrumentally and not sung. In this selection the respective notes played and sung
previous to these exclusively instrumental notes should be sustained while these
instrumental notes are played.

Notesused: PDNSRG PD

Raga Misra Sivararijani- Keherwa tal (8 matras)
Sthayi
X 0] X 0]

ha- re k- -
ha- re ra- --

G - - |- - - |- —« - « IR S D 5
D| D D| D D

na .- -= e | e- = e | e = = - | ha- re k- s-

ma - - |- o | - e e we | ha- re  ra- --
* * * * *

R T I N G R S N - D P
| D D

na - — o = -- - - kr- s-  na  krs-| na - ha- re

ma - - | - -~ - | ra- - ma ra-|ma -- ha- re
* * *

| - S e [ T
PP P| P P

ha- -- re - - - - - -- - - --

ha- - re | - — = =] = e e .
* * * * *
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B3.3 Sri Radhika-stava by Srila Rupa Gosvami

(chorus)  radhe jaya jaya madhava-dayite
gokula-taruni-mandala-mahite

(1) damodara-rati-vardhana-vese
hari-niskuta-vrnda-vipinese

N.B. For the remaining verses and the translations please consult a song book.

Notes used: _PI?I_QSBRGMMPD

. Keherwa tal (Smatras)

Sthayi

X 0 X 0]

M G R - S R G R S - D S D == P e
ra- - dhe - |ja- ya ja- ya | ma- -- dha- va | da- yi- te -
P NR RIM D P P|M - 6 R|R G R .
go- - ku- la |ta- --  ru- m- | ma- an- da- la | ma- hi- te -
M -~ R M|P - R P |- D D P ‘ M G R -
go- -  ku- la |ta- -- ru- nt | - man-da- la | ma- hi- te -
Antara

P P N RI|P - P —~ P - P PIlM D P .
da- mo- da- ra |ra- -- ti - va- ar- dha- na | ve- - se -
- M M M |G M R G M D P M |G - R -
== ha- ri nis- | ku- , ta - m- |da -~ yi- pi- | ne  -- Se -
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B3.4 SriSri Gurv-astaka (morning melody) by Srila Visvanatha Cakravar{i Thakura
(1) samsara-davanala- lidha-loka-

franaya karunya-ghanaghanatvam
praptasya kal)ﬁgra-gu;rarpavasya

vande guroh sri-caranaravindam

(2) mahaprabhoh kirtana-nrtya-giia-
vaditra-madyan-manaso rasena
rom&ﬁca-kampés?v-!amﬁga-bh&jo
vande guroh sri-caranaravindam

N.B. 1. For the remaining verses and the translations
2. This "morning melody" is in Raga Prabhati-
word prabhat which means daybreak or dawn. The singing time for this raga is

during both the last prakar of night and the first prahar of day. Srila Prabhupada
insisted that mangal-Gratibe sung using this melody.

please consult a song book.
The word prabhaticomes from the

Notes used: (_iMl\_:{Pl?I}ISRGMP
Raga Prabhati Tin 1al (16 matras)
Sthayr

-~
o

0] 3
S NP - P~ M P D P Mo oG .
sam- sa- ra |di- -- va - |na- la- I dha |lo- -~ ko -
- S S s Is R s N |- p p D |s - § =
= Ira- na ya |ka- -- g ma|l--  gha- na- gha-lna- -~ pa- am
<~ F 8§ 8 |8 = N S IR - G R |8 N D -
= prap-tas- ya |ka- al- ya- na \gu- - npar- pa |va- as- ya -

- D S G

= van- de  gu- | ro- oh §iT - ' ca-




Antara
X 2 0 3
§ S DS —« R G IM g R S |R .
ma- ha- pra-|bho- oh K- W |ta- na nr- tya | gi- -
- P P P [P M G . R G M G |R _
= va- di- tra |ma- -- dya- an |ma- na- so ra- se- ..
- G R S |[M - G Rr ’ - § G R |S N
< ro- man-ca |ka- am- pa- gy | -- la- ran- ga | bha- .
- D 8§ G IR - § . N N P D |s .
= van- de  gu- |ro- oh i - |ca- ra- na- ra |vi- j,.
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B3.5 Srila Prabhupada Pranati (morning melody)

nama om visnu-padaya krsna-presthaya bhii-tale
Srimati bhakﬂ vedanta-svamin iti namine

namas te sarasvate deve gaura-vani-pracarine
mrvrsesa-sun}wvadr-pascaeya-desa tarine

N.B. For the translations please consult a song book.

Notes used: GMMPDN SR GMP

Timal (16 matras)

Sthayr
X 2 0 3

NS NIp - P - IM P D p M

na- ma - lo- - o om| - is-  nu da-
- $ S S8 S - R S|N - P D |[s
-~ krs- pa pres-itha- - ya — | phirz - . la- | le
- 8§ 8 8 Is = N S |R - G R |S
-~ S ma- te \|bha- ak- t .. ve~ - -~ . |da
- - D G |[R - S R IN - p D |S
<o swa - mi- - pi- i na- - - mi | ne
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Antara

X 2 0] 3
M G R S
sa- ra- swa- te

na-  mas |te - -- -

ca- - - ri-

va-  -- ni pra- ne  -- - --

- — .
se- - sa - va- - di -

-- -~ pas- cat- ya = e Sa |t <« = i ne - - -
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B3. 6 Pafica-tattva Maha-mantra (morning melody)

()aya) Sri-krsna-caitanya prabhu nityananda
Sri~advaita gadadhara siivasadi -gaura-bhakta-vrnda

Notes used: QMMP[)NSRGMP

Timal (16 matras)

Sthayr
X 2 (0] 3

S S

Ja- ya
N - 8 N [D - p - M - D P M - G -
- - - krs- - na - ca- -- i- - ta- an- ya --
= &= = P S - R 8 N - P D |S - -
= = = pra-lbhu -  jit- ya | pa- - . an- |da -- . _.
-~ - 8 S S - N § R R G R |S S N D
- = & a |dva-i- 1@ - ga- da- dha- ar |sri- va- sa-  di
- = D G |- - R s N - P D |S --
- - gau-ra |-- - bhak-1a vr- - - n- |da --
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Amtara

X 2 0 3

Ja-  ya

fa- an- ya -

dva- i- fa -

== == bhak-ta - - - -




B3.7 Hare Krsna Maha-mantra (morning melody)

hare krspa hare krsna krsna krsna hare hare
hare rama hare rama rama rama hare hare

Notes used: GMMPDNSR GMP

Tintal (16 matras)
Sthayt
X 2 0 3
N - S N|D - p . , M P D P M
ha- -- re - | fp- s~ na -- | ha- -- ye -- k-
= = P DI§ = R 8 , N - P D |s
= = ks na |k s na - | ha- -- re ha-|re
- - S S |S N s - l R - G R |[s
- = ha-re|r& - ma - |ba - re - |ra-
= = D G@BIR = 8 l N - P D |s
= = ra malra- - ma -- | ha- - re ha- re
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Antara ]

X 2 0] 3

ha- - e . ha- - re = k- s na -

M--G--IR--SR

= = ks pa| k- s na -- | ha- -- re ha-

-—--GRM--G"lR--GR

-- -- ha- re | ra- -- ma -- | ha- -- re - \rag- - ma  --

- - D G

-- =  ra- ma| ra- -- ma - ha- --  re  ha-
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Antara 2

X

S e
ha-  --
ha- -
R -
S -
A- s
ra- -
Antara 3

re
re

ha
ma

ha-
ha-

re
re

na
ma

re
re

ra-

ra-

Antara 4 (same as B1. 1)

0O

na - | -
ma - | -

k- s- | pa
ra-  -- ma

na -~ | ha-
ma -- | ha-

na -- | ha-
ma -- ha-

na - | ha-
ma -- | ha-

ha- re | k-
ha- re | ra-
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Keherwa tal (8 matras)

re
re

re
re

re
re

na
ma

ha-

re
re

re
re

na
ma



.. POSITION W7

We will now learn to play in the W7 position. The following diagram shows the keys
played, along with the appropriate fingerings, for the scale of the Bilaval thath in the W7
position.

If you have stickers applied to the keys of your harmonium which designate the notes in
the B3 position, you can now move them to the new locations. Because some of the melodies
in the W7 position go rather high, apply stickers to the keys which go up to high Ga.

Practice singing and playing the alarikars in this new position.

A SINGING EXERCISE

The following is a singing exercise which covers a range of almost two octaves. You
can adjust the position of Sa to a higher or lower position if necessary, in order to sing all of
the notes. Practice singing this exercise at various speeds. The practicing of this exercise will
improve your voice.

Notesused: PDNSRGMPDNSRGM

Based on Bilaval thath Keherwa tal (8 matras)

X 0 X 0

S R G M|[P D N §5|R G M G|R § N D
P M G R|[S N D P|[D N S —-|s R G M
P D N S|R G M G|R § N p|p M G R
S N D P|D N s |
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W7.1 Hare Krsna Maha-mantra

hare krsna hare krsna krsna krsna hare hare
hare ra@ma hare rama rama rama hare hare

Notesused: SRGMPDNS§R

Raga Asavari Timal (16 matras)
Sthayi~
X 2 0 3
S R - M p _ S - N . D - p --
ha- re | -- krs- na - | hg- - re __ k- s- pa -
ha- re |- 4 ma - | ha- - re _ |,q ma -
- - M N |- D p _ M - G . |R . S --
= ==  krs- na | -- krs- ma - | hg- . re = | ha- -~ o _
=~ rd mal .- ra- ma -- | ha- - re _. ha- — e .
Antara
S S - 8 R - |IN - N _ D - p --
ha- re | -- krs- na  — | ha- - re _ kr- 5= npa -
ha- re | - ra- ma -- ha- - re . ra - ma -
- - M P |- D P M - 8 ' R - s _
= = ks na | -- krs- na - | ha- - re __ | ha- --  re .
-- < ra ma|-- i@ oma - ha- - re _. I ha- --  re ..
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W?7.2 Savarana-sri-gaura-pada-padme Prarthana by Srila Narottama dasa Thakura,

(1)  s¥i-krsna-caitanya prabhu doya koro more
toma binda ke doyalu jagat-samsare

(3)  ha ha prabhu nityananda, premananda sukhi-
krpabalokana koro ami boro duhkhi

N.B. 1. For the remaining verses and the translations please consult a song book.
2. Verses 1, 2, 4 and 6 may be sung to the sthayi melody; verses 3, S and 1 {when
verse 1 is repeated at the end) may be sung to the antara melody.
3. The Hare Krsna maha-mantra may also be sung to these melodies.

Notesuesd: SRGMPDNNSRG

Raga Misra Kaft Tintal (16 matras)
Sthayi
X 2 0] 3
M M|- G R - S - § —|S — § -
S kr- |s- npa ca- i- |ta- an- ya - |pra- - bhu -
A . )
- - 8§ G|- M P - MG MZPIM = & -
=~ = do- ya |- ko- ro -- |mo- - - -~ |re - =
- = P P |- P P - M - § —-|N - § -
-~ = fo- ma|-- bi- na - |ke - do- - |ya - Iu -
A )
- - N N|- D P - M G M P|I™M = & -
- - ja- ga- |- fa sa- am-|sa- - - — | re - = -
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Antara

X




W7.3 SriNama-Kirtana by Srila Bhaktivinoda Thakura

(1) yasomati-nandana, braja-baro-nagara, gokula-ranjana kana
gopi-parana-dhana, madana-manohara, kaliya-damana-vidhana

(2) amala harinam amiya-vilasa
vipina-purandara, navina nagara-bora, bamsi-badana suvasa

(3) braja-jana-palana, asura-kula-nasana, nanda-godhana-rakhowala
govinda madhava, navanita-taskara, sundara nanda-gopala

(4) jamuna-tata-cara, gopi-basana-hara, rasa-rasika, krpamoya
sti-radha-vallabha, brndabana-natabara, bhakativinod-asraya

N.B. 1. For the translation of this song please consult a song book.
2. The second line of verse 4 may be sung in two different ways as shown.

Notesused: SRGMPDNNSRG

Keherwa tal (8 matras)
X 0 X (o)

5] § § S |8 § s S |N R S R [N [N]D

ya- so- ma- fi | na- an- da- na | bra- ja ba- ro |na- -. ga-
vi- pi- na | pu- ran- da- ra |na- vi- na na-|ga- ra ba-
ja- mu- na | ta- ta- ca- ra |go- -- pr  ba-|sa- npa ha-

- P D P R G P M|G - R - IS . -

- go- ku- la |ra- an- ja- na | ka- -- - -
- bam-5i  ba-| da- -- na su-|va- -~ - -
- ra- sa ra-|si- ka kr- pa-| mo- -- - -

588
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S R M

. go- -- pr

_bra- ja- ja-

8§ - ra-
-- N N
- ka- li-
- nan- da
- bha- ka-
X
G = G

Y COR— ma-

. go- -- vin-
Sr- - ra-
- N N
- sun- da-
-- bha- ka-

(0]
M (M
pa- | ra-
na | pa-
dha | va-
N |$
ya |da-
go- | dha-
fn Vi-

0]
G |G
la |ha-
da |ma
dha | va-
N IS
ra |na-
1 Vi-

R
na

al-

[G]
ri

al-

an-

G M
dha- na
la- na-
la- bha
D P
na vi-
ra- kho-
no- da-
G G
na- am
dha- va
la- bha
D P
da go-
no- da-
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dha-
wa-
sra-

w‘

na-
brn-

pa-
Sru

[P]

ra
da-

mi-
va-
da-

[Z

da-

ba-

e

ya
ni-

[z

na
la
na

vi-
fa
na

ma-
na-
na-

na

la

la-
la-
na-

la
ya

D] p
no- ha-
-  sa-
_ta- ba-
G R
== sa
as-  ka-
fa- pa-

ra
ha
ra
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W7. 4 Hare Kg’;r-la Maha-mantra

hare krsna hare krsna krsna krsna hare hare
hare rama hare rama rama rama hare hare

Notesused: SRGMPNNSRGM

N.B. 1. Ifa note or notes are given in square brackets such as these [ 1, then it/they may be
optionally sung. If it/they are not sung, then the preceding note is sung in its/their
place.

2. This selection is in the Bengali folk style.

Tintal (16 matras)

Sthayi
X 2 (0] 3

VT
S - N R |S - = =P - N P M - G -
ha- - re krs-| ma -- -~ | ha- - re krs-| na - -- -
ha- -- re ra-|ma -- - =~ | ha- -  re 1@ |ma - - -
S - G M |P - - - |G M] R G |S - - -
krs- - na krs-| pa - = | ha- - re ha-{re -. - -
fa- = ma ra-\ma -- -~ | hg . e ha-1re - . _
Antara 1

i ===y
M - M MM . ._ -|P - N P M - G -
ha- -- re krs-lma  — | pae - re  krs-| na - .
ha- -~ re  ra|ma -- - _ ha- - re ra-|ma -- . _.
=~ = M PIN N 8 G[R ~ 8§ =« ju . _ _
— -~  krs- na krs- na  ha- re | ha- -- re - - - - -
=~ = ra- ma|ra- ma ha- re| ha- - re - | - .
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Antara 2




Appendix A
The Tuning of the Harmonium

It may be noticed that Indian harmoniums are generally not tuned to the same
pitch as Western keyboards and other Western instruments. In the Western system of
music A-440 is considered the standard concert pitch, 440 referring to hertz (Hz) or
the number of cycles of vibration per second. This can be determined with the use of
a tuning fork. The tuning fork was invented in England by John Shore in 1711. Pitch
standards, in fact, were quite ambiguous in the sixteenth and seventeenth centuries in
Europe, with concert A vacillating anywhere from about 373Hz to about 567Hz.
Handel had one of Shore's original tuning forks which was tuned to A-422.5: Mozart
tuned his pianos to about A-422. In Bach's day a concert A could often be tuned as
low as 415, which would sound like A flat to the contemporary ear used to concert A
at 440. (See Appendix B for an explanation of the terms "A" and "A flat.") So from
this we can understand that it is not very important if Indian harmoniums are not in
tune with Western keyboards etc.

The important thing is that a harmonium should be well tuned in itself. The
tuning of the harmonium is done by filing the brass reeds. By filing the upper part of
the free end of a reed tongue, the pitch is raised: and by filing the fixed lower end of
the tongue the pitch is lowered.

The harmonium is tuned according to equal-tempered tuning. Equal-tempered
tuning is the contemporary Western way of fixing successive pitches at
mathematically regular distances. When spaced in this fashion, tones are not always
precisely in tune with the natural harmonic overtone series though.

The predecessor of tempered tuning is just tuning, where scale tones are
adjusted to these mathematical "irregularities” and are more in accord with the
overtone series. The traditional Indian classical instruments such as the sitar, vina,
sarangt, baboo flute etc. are tuned according to just tuning and are most suitable for
playing ragas. Though just tuning is theoretically the more perfect system because it
produces the more consonanant and natural harmonic intervals, it has a disadvantage
in that an instrument so tuned can be played well only in the one key (position) to
which it is tuned. The mathematics of just tuning are such that the perfect harmonic
relationships established do not apply to a different key, and if other keys are
attempied the sound will be very out of tune.
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Appendix B
The Names of the Harmonium Keys
According to the Western System

# is read as "sharp" which means raised a half step in pitch.
D is read as "flat" which means lowered a half step in pitch.
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Appendix C
The Twelve Positions of Sa

In this course the term "position” refers to the position of Sa, the starting note of the
scale. Sa may be on any of the twelve notes of the octave, consisting of seven white keys and
five black keys. Diagrams of the suddh (major) scale in each of these five positions along
with the respective fingerings are given below.  On the diagrams T means thumb, and 1, 2,
and 3 mean the first, second and third fingers respectively. Also Sa, Re. Ga, Ma, Pa, Dha
and Ni have been shortened to S, R,G, M, P, Dand N. A dot above the ‘S’ indicating Sa
denotes the Sa in the high register or high Sa.

B1

w2

B2
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Appendix D
The Vocal Ranges

Assuming that the com
the six commonly recognized voices are as follows:

1
D L et s gy

pass of the average voice is two octaves, the ranges of
I Barit
ariton
SN i 'e i
I'\

n
L

|

I

| . |

| Contralto >
I‘T Mezzo-soprano -—————

< Soprano

I\

Generally the lower three voices are associated with men and the higher three
voices are associated with women. Naturally these double octaves are no more than a
rough and ready guide, for singers come in all shapes and sizes. As a rule the range
of good voices is considerably wider than that of poor ones, but by no means
invariably.

Most voices, especially untrained ones, fall into the intermediate ranges,
baritone and mezzo-soprano, the extremes being more rare. The songs in this course
have been set for the baritone and mezzo-soprano voices, the latter being
approximately one octave higher than the former. If your vocal range is higher or

lower, you may sing in another position if necessary. Please consult Appendix C in
this regard.




Appendix E
A Description of Raga

We have stated in the introduction that one of the most distinguishing features
of Indian music is the concept of raga, the melodic basis of the classical tradition.

to the strict principles of classical music ($dstriya sangit). Classical music conforms
strictly to the principles of raga using the twenty-two stutis or microtones, and is
played and sung according to stricter discipline and greater expertise. The classical

for those who want to further study it. .

In the Bhakti-ratnakara (Fifth Wave) by Srila Narahari Cakravarfr Thakura it is
described that sixteen thousand ragas were produced by the singing of the gopis
during the rdsa dance. Great Vaisnavas like Sfi Narottama disa Thakura, STT
Narahari Cakravarft Thakura, STT Svariipa Damodara Gosvanit and StT Mukunda Datta
sang in accordance with the rules governing the ragas.

The ten parent scales or thaths have been described on page 18. Whereas a
Thath is a combination of notes without any particular appeal, a raga must be
aesthetically pleasing. There is a saying in Sanskrit -- raffjayati iti ragah -- which
means, "That which pleases (aesthetically) is a raga."

The scale is theoretically divided into two groups of four notes, the upper and
lower tetrachords. The lower group (Sa Re Ga Ma) is known as the purvanga, or
"first limb," and the upper is called the uttararga, or "higher limb" (containing Pa
Dha Ni and the next higher Sa). This is in no way an arbitrary division, for the notes
of the two tetrachords usually correspond closely with each other. A raga generally
dwells predominantly in one or the other tetrachord, and this determines in part its
expression or mood.

Every raga has a distinct ascending and descending structure. The ascending
order is known as the @roha and the descending is the avaroha.

The summary of the main recognizable phrases and features of a raga, that serve
to identify it and distinguish it from all other ragas, is the pakad, sometimes called
svarip.

Ragas belong to three classes or jatis according to the number of notes used in
ascent and descent. Sampiirn ~ means "complete” and a rédga so called uses all the
Seven notes of the scale in ascent and descent. Bilaval and Kafr are examples of
sampurnpa ragas. Ragas which use six notes are known as sadav and examples of
these are Piiriya and Marwa. The five note ragas such as Bhiipaliand Malkauns are
known as audav. In addition to these three main types, ragas may be of mixed class
where the number of notes in ascent and descent are different. Asavar, for example,
is an andav-sampirna raga as it has five notes in the ascent (aroha) and seven in the
descent (avaroha). However, a raga may not have more than seven or less than five
notes. There are exceptions to this rule though.
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Another rule is that the fourth note (Ma) and the fifth note (Pa) may not be
omitted at the same time in a raga.

Apart from the Sa, or tonic, which serves as the "home base," each raga has one
predominant note, known as the vadi. This is the note that is used most in a raga and
is emphasized the most strongly; in the traditional writings it is called the "king of
notes." The expression or nature of the vadris one of the most important elements
for setting the mood of the entire raga.

We have already mentioned that the two tetrachords of a scale reflect or

of notes." The other notes in a particular raga---apart from the vadrand samvadi--.
are called anuvadr, or the "minister notes.” All the other notes outside a given scale
are called vivadi ("enemies," or dissonant notes), and they may not be played in a
raga to which they do not belong. They are also called varjit swaras or prohibited
notes. Very rarely, however, a vivadiwill be used in a raga for a special effect of
dissonance.
Because each raga is associated with a particular mood, each is also closely -
connected to a certain time of day, or a season of the year. Various ragas are

On the following pages is a list of some of the important ragas and their
-individual characteristics.
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[A Description of the Characteristics

N.B. 1. In the column under the heading "Komal--Tivra." the meaning of the word "both” in
front of the name of a note in plural form, indicates that both the suddh and vikrt forms of that
note are used.

No. Raga Name Thath  Jau Vadi Samvadi  Komal-Tivra

1  Addna Asavari Sadav S P G D, both N's
2 Alhaiya Bilaval Bilaval Sadav-sampurna D G At some places N
3 Asdvari Asdvari Audav-sampurna D G GDN

4 Bagesni Kaffi  Audav-sampiima M S GN

5 Bahar Kafr Sadav M S G, both N's

6 Bangal Bhairav  Bhairay Sadav D R RD

7 Basant Puni  Sadav-sampurna S M R D, both M's
8§ Bhairav Bhairav Sampurna D R RD

9  Bhairawi Bhairavi Sampiirna M S RGDN

10 Bhimpalasi Kafi Audav-sampurna M S NG

11 Bhipali- Kalyan Audav G D --

12 Bihag Bilaval Audav-sampiima G N =

13 Bilaval Bilaval Sampurna D G -

14 Brndavant Sarang Kafi Audav R P Both N's

15 Chayanat Kalyan Sampiima P R Both M's

16 Darbari Kanhara Asavar’ Sampiina-sadav R P GDN

17 Des Khamaj ' Sanipima R P Both N's

18 Durga (Bilaval) Bilaval Audav M S -

19 Gara Khamaj Sampumna G N Both G's & N's
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of Some Prominent Ragas)

N.B. 2. In the column

given within parentheses may be used

under the heading "Varjit Swaras” (prohibited notes), notes which are

occasionally.

No. _ Vagjit Swara  Zyopa Avaroha Singing Time

Aroha Avaroha
1 G D  SRMPDNS$ S DNPMP GM RS 3rd prahar of night
2 M -~ SRGP DN$ SNDP MGRS Early in the morning
3 GN -~ SRMPDS SNDPMGR § 2nd prahar of day
4 RP —~  SMGMDNS S NDMG MGRS Midnight
5 R D SGMPGMNDNS §NPMPGM RS Midnight
6 N N SRGMPDS SD P M PGM RS Early in the morning
7 P - SGMDRS RN DPMGMD MGRS ~ Last prahar of night
8 - —~  SRGMPD N$ SND PMGR S Early in the morning
9 - ~ SRGMPDNS  SNDPMGRS Early in the morning
10 RD - NSGMP NS SNDPMGRS 3rd prahar of day
11 MN MN SRGPDS SDPGRS Ist prahar of night
12 RD -~ SGMPNS S NDP MG RS 2nd prahar of night
3 = - SRGMPDNS SNDP MG RS Early in the morning
14 GD GD NSRMPNS SNPMR S Midday
15 - ~ SRGMPND§ SNDP MPDP GMRS  Ist prahar of night
16 - D NSRGRSMPDNS S DNPMP G MRS Midnight
17 - ~ SRMPNS$ SNDP MG RGS 2nd prahar of night
18 GN GN SRMPDS SDPMRS 2nd prahar of night
19 - = SRGRGMPDNS  SNDN PMGR GRS 2nd prahar of day
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No. Raga Name Thath Jau Vadi  Samvadi Komal--Tivra
20 Gaun (Parvi) PUurviT  Audav-sampiirna R P R D, both M's
21 Gaur Sarang Kalyan Sampitrna G D Both M's

22 Gunkali® Bilaval Sampiirna S P -

23 Hamir Kalyan Sampiirna D G Both M's

24 Hansadhwani Bilaval Audav S P -

25 Hindol Kalyan Audav D G M

26 Jaijaivanti Khamaj Sampirna R P Both G's & N's
27 Jaunpuri Asavai Sadav-sampiirna D G GND

28 Jhifijhoti’ Khamaj Sampiirna G N N

29 Jogiya Bhairay Audav-sadav M S RD

30 Kaft Kafi©  Sampiima P S GN

31 Kalingara Bhairav Sampurna P S RD

32 Kamod Kalyan Sampiirna P R Both M's

33 Khamaj Khamaj $adav-sampiirna G N Both N's

34 Kedar Kalyan Audav-sampiirna S M Both M's

35 Lalit Marwa  Sadav M S R. both M's
36 Madhuvanti’ Todi Audav-sampiirna P S GM

37 Malkauns Bhairavi- Audav M S GDN

38 Marwa Marwa  Sadav R D RM

39 MeghMalhar  Kafi- Audav S P Both N's

40 Multani Todi"  Audav-sampiirna P S RGDM
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No.  Varjit Swaras  Aroha Avaroha Singing Time
Aroha Avaroha
20 GD -  SRPMPNS SNDP M PGR MGRS  Evening
) R " SGRMG PMDP NDS SDNP DNPG MR PRS 2nd prahar of day
2 - ~ SRGMPDNS SNDPMGRS Ist prahar of day
23 ~ SRSGMDNDS  SNDPMPDPGMRS | prahar of night
24 MD  MD SRGPGRGPNS §NPGR S I'st prahar of night
25 RP  RP SGMDNDS§ SND MG § Ist prahar of day
26 - =~ SRGMPNS SNDP DM RGRS 2nd prahar of night
27 G - SRMPDNS$ S ND P MG RS 2nd prahar of day
28 = SRGMPDNS SNDP MGRS 2nd prahar of night
29 GN G SRMPDS SND_PQMBS Early morning
0 = ~  SRGMPDNS$ SND P MG RS Midnight
31 - ~ SRGMPDNS SNDP MG RS Last prahar of night
2 . = SRPMPDPNDS  S$ND P MPDP GMRS  Ist prahar of night
33 R -~ SGMPDNS SNDPMGRS 2nd prahar of night
# RG  (G) SMMPDPNDS $npp MP GMRS Ist prahar of night
35 p P NRGMMMGMD'S RND MD MMG RS Last prahar of night
36 RD  —~  NSGMPNS SND P M G RS 3rd prahar of day
37 RP RP NSGMD NS SND MGMG s 3rd prahar of night
8 p P SRGMDNDS  $ND MGRS Last prahar of day
¥ DG DG SMRMPNNS SNP MR MNRS Rainy season
0 RD - NSGMPNS SNDP MG RS Last prahar of day
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No. Raga Name Thath Jati Vadi Samvadi  Komal--Tivra

41 Pahaii Bilaval Audav S P s

42 Paraj PirviT  Sampiirna S P R D, both M's

43 Pilu Kaf Sampurna G N Both G's, D's, N's
44 Piriya Marwa Sadav G N RM

45 Purvi Parvi  Sampuma G N R, D, both M's

46 Piryadhanisii Pirvi  Sampurna P R RDM

47 Ramkalf Bhairav Sampiirna P S RD, both M's & N''s
48 Saikra Bilaval Audav -cadav - R ..

49  Sivrafijani” Kafii  Audav P S G

50 Sohani Mirwa Sadav D G MR

51 Sorath Kham3j Audav-sampurna R D Both N's

52 Srirag Pirvi Audav-sampima R P RMD

53 SuddhSarang ~ Kafi  Sadav R P Both M's & N's

54 Syam Kalyan Kaiyii: Audav-sampuarna S M Both M's

55 TilakKamod  Khamaj Sadav-sampiirna R P ~

56 Toii Toii  Sampima D G MRD G

57 Vibhas (Marwa) Maiwa Sampurna D G RM

58 Yaman Kalyan Sampiima G N M ' B
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No. Varjit Swaras Aroha Avaroha Singing Time
Aroha Avaroha

41 MN MN SRGPDS SD P GP GRS Anytime_

2 - -~ NSGMPDN$ S NDP MP MG RS Last prahar of night

43 = -~ SRG MPDPNDPS NDPMG NS 3rd prahar of day

4 P P NRSGMDNRS SNDMGRS Twilight

45 - - SRGMPDNS SNDP M G RS Last prahar of day

46 - ~ NRGMPDPNS  RNDPMGMRGRS  Evening

4 = ~ SGMPDNS$ SND PM PDNDPGMRS Early in the morning

48 RM M SGPNDS SNP ND GP GRS 2nd prahar of night

499 MN MN SRGPDS SDPGRS Midnight

so PR p SGMDNS SR SND MDMGRS  Last prahar of night

51 GD . SRMPNS SRNDMPDMRNS  2nd prahar of night

52 GD .. SRMPNS S ND P MGRS Evening

53 G G() SRMPMPNS$ SNPM PDPMRNS 2nd prahar of day

sa D ~ NSRMPDPNS  SND MPMGR NS st prahar of night

55 D ~ SRGSRMPDMPS SPDMG SRG SN 2nd prahar of night

s6 - ~ SRGMPDNS  SNDPMGRS 2nd prahar of day

57 - ~  SRGMG PDNDS § ND MD MGRS Early in the morning

58 - —~  SRGMPDNS SND P MGRS Ist prahar of night







Appendix F
Drones, Harmonies and Chords

Drones

One prominent feature of Indian music is the use of a drone, which sounds at least the
ground-note Sa, throughout the whole performance. A secondary drone is also generally used.
This is usually the fifth note (Pa), but it is sometimes the fourth note (Ma), especially when the
fifth note (Pa) is prohibited (varjif) in a particular raga.

Notes other than the drones are perceived in terms of their relationship to the drones,
having different degrees of smoothness or roughness (consonance or dissonance) in this
relationship. When Sa is the only drone note, then Ma and Pa are the most consonant, with Ga
and Dha next in consonance. Komal Re and Ni are the most dissonant in the series. When Sa
and Pa are both drone notes then Ma and Ga are the most consonant, with komal Ni and Dha
next in consonance. 77vra Ma and komal Dha are the most dissonant. When Sa and Ma are
both drone notes, then Dha and komal Ni are the most consonant, with Pa and Ga next in
consonance. Komal Re and fivra Ma are the most dissonant.

The traditional means of sounding the drone notes is by the playing of the tambura. The
sound of the tambiira is very full, and rich with harmonic overtones. The disadvantages of the
tambiira are that it is somewhat difficult to quickly retune if changing to different keys
(positions) and that an extra experienced musician is required to play it.

An alternative means of sounding drones for the harmonium player is the use of the
srutis which are activated by pulling the appropriate knobs on the front of the harmonium. -
Sometimes the s7uti drones are too loud. In this case one can try partially pulling them out.
This may affect the pitch though.

S 2ol A third alternative, which the author finds the most practical and effective, is the use of
an electronic tambiira. A range of electronic tamburas are manufactured by Raj Musicals, 147
12th Cross, J. P. Nagar, II Phase, Bangalore - 560 078. The author uses the "Saarang"
Automatic model. The advantages of this electronic tambira are that it is compact and
portable, easily tuned to any pitch throughout the octave, and doesn't require a person to play
it. It operates on 230v A C or 110v A C Mains, or batteries. A volume control and on/off
switch is provided. Electronic tambiiras are increasingly being used throughout India. They
are available in music shops in the major cities of India or directly from the manufacturer in
Bangalore. The company also exports. Incidentally, Raj Musicals also manufactures an
electronic tabla called the "Taalmala" which the author also uses.

Harmonies and Chords

A harmony is the simultaneous combination of musical tones which are pleasing to the
ear. A chord is a combination of usually three or more musical tones sounded simultaneously.
Harmony and chordal structure figure quite prominently in Western music. From the
preceeding description of drones we can understand that there are also harmonies and chords
in Indian music with the constant drone or drones and the melody line all sounding
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simultaneously, though the volume of the drones is less than that of the melody line. Generally
in Western music there is no drone (although there are some exceptions, as with bagpipes). In
Western music the simultaneous musical lines of melody and harmony generally all change in
relationship with each other with no constant notes.

In this book, with the exception of selection B3. 2, no harmonies or chords have been
given. There are several reasons for this. The first is that the aim of this book is to present
Vaisnava music according to the North Indian system which traditionally doesn't use chords
and harmonies, at least in the Western sense. By learning this system of music, which has been
used by our @caryas, we can understand and enter into the feeling of the ragas, which is the
very basis of the music of the spiritual' world. For many of the traditional melodies, chords and
harmonies would simply get in the way and distract from their sublime beauty. Another reason
for not including harmonies is that it is easier for the beginner to first become proficient in
playing the melody line by itself. Actually, more important than the harmonium
accompaniment is the human voice. The harmonium only shows us where the notes are and
gives support to our singing,

With that being said, the harmonium, being originally a Western instrument (Please see
the preface.), also lends itself to the playing of harmonies and chords. Indeed, even its name is
"harmonium." Srila Prabhupada was not against Western music per se, especially if it was
played tastefully and artistically. He liked the "Govindam" record produced by George
Harrison so much that he instructed that it be played daily in all of his temples at the time of
greeting the Deities.

Many Indian musicians, although trained according to the North Indian system, also play
chords and harmonies on the harmonium while accompanying themselves. Srila Prabhupada
generally intermittently played the lower octaves and sometimes the lower fifths of the notes he
played in his melody lines. As the student plays and practices more and more, he or she
naturally learns to hear which notes sound harmonious together. After developing proficiency
in playing melody lines, the student can be shown by more experienced harmonium players
how to play harmonies and chords. He or she should first learn fo play harmonies of two notes
before learning how to play chords of three or more notes. As with most arts, proficiency
develops with practice.
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Glossary

alankar -- literally, "ornament." or "embellishment.” A designation of a type of musical
exercise.

antara -- literally, "in the interior." An alternate melody, any melody except the first.
anuvadi -- in a raga, any of the notes cther than the vadrand the samvadi.
aroha -- the ascending scale.

Bilaval -- scale consisting only of suddh or natural netes; one of the ten thaths. The scale has
the same interval relationship as the Western major mode.

bol -- one of the memory assisting syllablésg which correspond to different kinds of strokes on
percussion instruments.

desT sangit -- regional music that is nonclassical, as folk music etc.
dhaivat -- the sixth scale step of the seven-tone scale in ascending order, abbreviated as Dha.

dhrupad, or dhruvapada (from dhruva, “definate, fixed,” and pada, “word”) --This
particular kind of vocal music developed from the singing of Sanskrit stanzas, prabhandas,
around the eleventh and twelfth centuries. It is a noble and grand style. Gaudiya Vaisnava
Padavalt kirtana is based on this style of music.

flat -- adj. 1. lowered a half step in pitch. 2. too low in pitch. — n. 3. the symbol P used in
Western musical notation indicating a half step lowering in pitch.

gandhar — name of the third scale step of the seven-tone scale in ascending order, and
abbreviated as Ga.

jati -- any of three classes of raga differentiated according to the number of notes used — the
seven-note raga (sampurna), the six-note raga (sadav), and the five-note raga (audav). There
are also “mixed” jatis that use any two jatis together.

key -- 1. one of the levers of a keyboard instrument that when depressed sets in motion the
playing mechanism. 2. a system of notes definately related to and based on a particular note.
3. the keynote or tonic of a scale (sadja in Indian music).

khali-- literally means “empty.” Anunstressed beat inazal. It falls onthefirstbeatofa khanda
and is shown by a wave of the hand

khapc‘la -- a "chamber" or division of a 1al
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khyal -- literally, “imagination,” or “creative thought.” It is currently the predominant style of
Indian classical music and features rich, delicately omamented phrases. The “Mayapur
Shehnai” tape which is played daily in Mayapur is in the khyal style. On this tape the shehnai
is played by Bismillah Khan. The morning raga is Bhairav and the evening raga is Bhipali”

komal -- literally “soft, tender.” The vikrt or altered forms of the notes Re, Ga, Dha and Ni
which are lowered a semitone from the suddh form.

madhya -- middle.

madhyam — name of the fourth scale step of the seven-tone scale in ascending order,
abbreviated as Ma. Madhyama means “the middle” being the central of the seven notes.

mandra — low.

matra -- a beat in a al.

mind (pronounced “meend”) — a gliding of the notes.

modulation -- harmonious movement from one key (q.v.) to a related key.

nisad — name of the seventh scale step of the seven-tone scale in ascending order,
abbreviated as Ni.

octave (astaka in Sanskrit, meaning an “aggregate of eight”) — 1. a note seven degrees
above or below another. 2. the interval between a note and its octave. 3. a series of notes
filling this interval.

pakad — literally, “catch’; a short section of a particular raga that embodies its
characteristics, recognizable features that distinguish one raga from another, sometimes

called swarup.

pancam — hterally, “fifth,” in Sanskrit; name of the fifth scale step of the seven-tone scale
in ascending order, abbreviated as Pa.

pitch — 1. the degree of height or depth of a tone depending on the relative rapidity of the
vibrations by which it is produced. 2. the particular tonal standard with which given tones

may be compared in respect to their relative level.

position — in this course,the particular key among the seven white and five black keys of
the harmonium octave upon which Sa is played.

prahar — an approximately three hour period: a quarter of a day or a quarter of a night.
pranayama — control of the vital energy through certain breathing exercises.

purvanga — literally, “first limb”; the lower group of notes in the scale — Sa Re Ga and
Ma.
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raga — the melodic basis of Indian classical music. Please see Appendix E for a full
description.

register — the compass or range of a voice or instrument.

rsabh — the name of the second scale step of the Seven-tone scale in ascending order,
abbreviated as Re or Ri. The word rsabha means “bull” in Sanskrit.

sadja — the name of the first scale step of the seven-tone scale in ascending order,
abbreviated as Sa. It is the point of origin of the other six notes. In Sanskrit the word
sadja literally means “bomn of six.” the reason for its being so named is described in the
following verse.

nasam kantham uras taly Jihvam datarns ca samsprsan

sadbhyah sanjayate yasmat tasmay sadja iti smrtah
" Because this note is produced by six organs -- the nose, the throat, the chest, the
palate, the tongue and the teeth -- it is therefore known as sadja." In the Indian
regiona! languages it is often pronounced sadaj.

sam (pronounced “sum”) — the most strongly emphasized beat in a 13/ It is usually the
first beat.

samvadi — the second most important note in a raga after the vadl, somtimes compared to
the prime minister of the king (the vad).

saptak -- literally, "aggregate of seven”; the seven notes Sa, Re, Ga, Ma, Pa, Dha, and Ni.

sastriya sangit — classical music, conforming strictly to the laws of music expounded in
ancient musical texts.

scale — a succession of musical tones ascending or descending at fixed intervals.
semitone — a musical tone halfway between two whole tones.

sharp — adj. 1. raised a half step in pitch. 2. too high in pitch. — n_ 3. the symbol # used
in Western musical notation indicating a half step rise in pitch.

sruti — literally, “to hear,” in Sanskrit; 1. drone note. 2 a microtonal interval of which
there are twenty-two generally accepte in the Indian octave. The twenty-two Srutis cannot,
of course, be played on the harmonium. The following is a pictorial and somewhat
arbitrary image of the Indian chromatic scale of twenty- two intervals Within the octave of
seven pure tones, the swaras.
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Relationship between the swaras and the srutis
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sthiy’i‘-—l literally “staying”; the first and generally basic melody of a musical selection.
suddh — literally “pure”; natural or unaltered.

Swar — a note; a tone of definite pitch.

tal — one of the various rhythm cycles.

tali — an important beat in a 4/, It falls on the first beat of a khand and is shown by a
clap.

tar — high.

tetrachor'd — one of the two groups of four notes in a scale — Sa, Re, Ga, Ma and Pa,
Dha, Ni, Sa.

thath or that (pronounced like tiie £nglish word “tot™) — one of the ten primary or parent
scales from which the ragas evolve. See page 20 for a more complete desciption.

theka — a rhythmic pattern expressed with bols.

tivra — literally, “Intense, sharp.” The vikrt or altered form of the note Ma which is raised
a semitone from the suddh form.

uttaranga — literally, “higher limb.” The upper group of notes in the scale —Pa, Dha, Ni
and the next higher Sa.

vadi — the most important note in a raga, sometimes compared to a king.
varjit swar — prohibited note.
vikrt — altered. Applies to the altered forms of the five notes Re, Ga, Ma, Dha and Ni.

vivadi — any dissonant note usually not used in a raga.
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"I am sure this beok by Ramanujacharya Prabhu will help the
devotees of ISK CON get the much needed guidance for entering into the
world of music. This book has beer specifically designed for the devotees
»f ISKCON. T am confident that the devotees will tind this book very
useful and a good help in understanding the basics of Indian music.

"Ramanujichaiya Prabhu has studied Indian classical music with
dedicated enthusiasim and is undoubtedly the right person to write this
book. [ am sure that the devotees who are interested in learning music will
be thankful tc him."

From the forward by His Holiness Bhakti Charu Swami
ISKCON Guru, GBC and Miuister of Culture

E______

‘ The puipose of this book is to teach devotecs how to sing
and play the harmonium according to what h.:'s come to be
known as the North Indian or Hindustani system of music. The
idea in presenting this book is to use the mantras, prayers and
| devotional songs;, and their melodies which are, for the most
part, familiar to the members of 'SKCON. In this way, the
learning of the harmonium, singing and the art of music will be

mos! relevant and usctul.

(I -




	Image 1197
	Image 1198
	Image 1199
	Image 1200
	Image 1201
	Image 1202
	Image 1203
	Image 1204
	Image 1205
	Image 1206
	Image 1207
	Image 1208
	Image 1209
	Image 1210
	Image 1211
	Image 1212
	Image 1213
	Image 1214
	Image 1215
	Image 1216
	Image 1217
	Image 1218
	Image 1219
	Image 1220
	Image 1221
	Image 1222
	Image 1223
	Image 1224
	Image 1225
	Image 1226
	Image 1227
	Image 1228
	Image 1229
	Image 1230
	Image 1231
	Image 1232
	Image 1233
	Image 1234
	Image 1235
	Image 1236
	Image 1237
	Image 1238
	Image 1239
	Image 1240
	Image 1241
	Image 1242
	Image 1243
	Image 1244
	Image 1245
	Image 1246
	Image 1247
	Image 1248
	Image 1249
	Image 1250
	Image 1251
	Image 1252
	Image 1253
	Image 1254
	Image 1255
	Image 1256
	Image 1257
	Image 1258
	Image 1259
	Image 1260
	Image 1261
	Image 1262
	Image 1263
	Image 1264
	Image 1265
	Image 1266
	Image 1267
	Image 1268
	Image 1269
	Image 1270
	Image 1271
	Image 1272
	Image 1273
	Image 1274
	Image 1275
	Image 1276
	Image 1277
	Image 1278
	Image 1279
	Image 1280
	Image 1281
	Image 1282
	Image 1283
	Image 1284
	Image 1285
	Image 1286
	Image 1287
	Image 1288
	Image 1289
	Image 1290
	Image 1291
	Image 1292
	Image 1293
	Image 1294
	Image 1295
	Image 1296
	Image 1297
	Image 1298
	Image 1299
	Image 1300
	Image 1301
	Image 1302
	Image 1303
	Image 1304
	Image 1305
	Image 1306
	Image 1307
	Image 1308
	Image 1309
	Image 1310
	Image 1311
	Image 1312
	Image 1313
	Image 1314
	Image 1315
	Image 1316
	Image 1317
	Image 1318
	Image 1319
	Image 1320
	Image 1321
	Image 1322
	Image 1323
	Image 1324
	Image 1325
	Image 1326
	Image 1327
	Image 1328
	Image 1329
	Image 1330
	Image 1331
	Image 1332
	Image 1333
	Image 1334
	Image 1335
	Image 1336
	Image 1337

